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‘ Whether, O friend of art, your gems derive 
Fine forms from Greece, and fabled gods revive, 

Or bid from modern life the portrait breathe. 

And bind round Honour’s brow the laurel wreath. 
Buoyant shall sail, with fame’s historic page 
Each fair medallion o’er the wrecks of age. 

Nor time shall mar, nor steel, nor fire, nor rust. 

Touch the hard polish of the immortal bust.’— Darwin. 




JOSIAH WEDGWOOD, F.R.S. 

‘ ‘ Done from an original picture^ painted on enamel ’ by George Stubbs, R.A., 1778. 



INTRODUCTION 

‘ The progress of the arts, at all times and in every country, depends chiefly upon the 
encouragement they receive from those who by their rank and affluence are legislators 
in taste; and who alone are capable of bestowing rewards upon the labours of 
industry, and the exertions of genius. It is their influence that forms the character 
of every age ; they can turn the current of human pursuits at their pleasure, and be 
surrounded either with beauty or deformity, with men or barbarians. Great improve¬ 
ments cannot be made without powerful patronage : no art ever was or can be carried 
to great perfection with feeble efforts, or at a small expense; and it depends upon those 
who are possessed of riches and power, whether individuals shall be ruined or rewarded 
for their ingenuity.’— ^Josiah Wedgwood : Introduction to his Catalogue of . 

f^^^^|7j^RTHODOX exhibitions of every variety, illustrating 
all schools and periods, are not uncommon ; but an 
exhibition of Old Wedgwood is a somewhat rare event, nearly as 
rare as the Wedgwood exhibited. Certain difficulties of instal¬ 
lation have to be considered. Owners of valuable fragile works 
of art are not easily induced to lend their treasures. A suitable 
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locality has to be found for the exhibition; glass cases and other 
accessories provided, mere wall space suitable for pictures and 
drawings not being sufficient for the proper display of ceramic 
art. Of the exhibitions of this often talked and written of but 
really little-known art, two only can be recorded during the 
last quarter of a century. The Loan Exhibition at Liverpool, 
1879, and the Burslem Centenary Exhibition, held at the 
Wedgwood Institute (the site of Wedgwood’s first pottery) in 

1895- 

The locality selected for an exhibition of art, if convenient 
and suitable for the purpose, may not be considered. But a 
collection of Old Wedgwood will at least harmonise with the 
city’s renowned architecture,—a city endowed by Nature with 
every charm of hill, dale, and prospect, enriched by man with 
all the resources of art. No city in Europe, not even imperial 
Rome, can show its visitors the beauty and power of classic 
architecture as it is viewed in the modern capital of Scotland. 
Munich has classic buildings copied from original Athenian 
temples, but the effect of classic Edinburgh is somehow want¬ 
ing. The solitary ruined temple in the Sicilian desert, romantic 
as it is, may not impress the beholder as does the harmony of a 
living city where classic art is visible in every leading thorough¬ 
fare. A city not only remarkable for its grand perspectives, 
but also for its traditions, its historical connection with the 
history of the country, and the celebrated men of every pro¬ 
fession and calling who claim it as their city by birth or residence. 


The Old Wedgwood now exhibited is mainly selected from 
celebrated and well-known collections, some pieces being unique 
of their kind either for colour,, quality, or rarity. The object in 
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view has been to illustrate the evolution of Josiah Wedgwood’s 
artistic work as distinguished from his better-known useful 
‘ware.’ This had not hitherto been attempted upon any 
systematic plan—only possible, as in this instance, when an 
enthusiastic collector encourages and commends. The owner 
was anxious that all the collection should be gathered together 
for comparison. A public exhibition was suggested,—^the 
authorities of the Edinburgh Museum of Science and Art kindly 
granting the necessary space, material, and assistance. 

For the use of many of the engraved blocks (from Meteyard’s 
Life of Wedgwood) used in this catalogue, I am indebted to 
Godfrey Wedgwood, Esq.; for the block of the antique ‘ Pene¬ 
lope ’ (from Smith’s Classical Dictionary) to Hallam Murray, 
Esq. 


The name of the clever artist, often called the ‘ Scottish 
Wedgwood,’ must not be omitted—James Tassie, the great 
modeller and reproducer of antique gems—one of the celebrities 
of the last century, of whom Wedgwood said he was ‘ an admir¬ 
able artist and an honourable man, whom it is a credit to 
emulate.’ James Tassie, born in Glasgow, 1735, began life as a 
stonemason, and had some reputation as a sculptor. Inspired 
by the Foulis collection of pictures, he began seriously to study 
as an artist. In 1763 he removed to Dublin, and practised as a 
sculptor and modeller. He then turned his attention to making 
exact facsimiles of antique gems in texture and colour, with so 
much success that he was able to deceive the owner of a valu¬ 
able gem which he had been commissioned to reproduce by 
sending him the copy first, when it was put carefully away as 
the original. Tassie settled in London in 1766, and continued 
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the reproduction of antique gems and portraits modelled from 
life. Wedgwood, in his first production of intaglios and cameos, 
used Tassie’s casts for this purpose; but the engagement of 
Flaxman and other modellers in his direct employ super¬ 
seded Tassie’s designs; but Wedgwood’s earliest portraits were 
often made from Tassie’s original models. Tassie reproduced 
over twelve thousand gems from antique and modern designs. 
But his artistic reputation is due to his excellent portrait 
medallions, taken directly from life and reproduced in an opaque 
enamel glass-paste. Many celebrated men of his time sat to 
him, and their features are permanently recorded in his fragile 
but imperishable material. Tassie did not use coloured grounds : 
the field white as the relief, in some cases scored to represent a 
carved ivory. An excellent plan adopted by Tassie was to name, 
sign, and date his portraits, and so avoiding any future difficulty 
in identification. Usually the full inscription appears under the 
shoulder of the portrait in this manner: ‘John Hunter, D.D., 
1795. Tassie, F' Wedgwood’s portraits sometimes have the 
name impressed upon the field, but never the date; and there 
are more examples unnamed, some that may never be identified. 
James Tassie died, 1799. His work was continued by his 
nephew, William Tassie, a skilful modeller and artist, who died 
in i860. The Scottish National Portrait Gallery has a good 
collection of Tassie’s portraits. An excellent biography of Tassie 
was written by the late John M. Gray, then curator of the 
Gallery (1894). 


JosiAH Wedgwood, F.R.S., potter and inventor, whose 
ancestors had been workers in this earliest-known handicraft, 
was born at Burslem, in Staffordshire, 1730. That district, in 
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the valley of the Western Trent, now called ‘the Potteries,’ had 
been a favourite locality for the exercise of the potter’s industry 
from very remote times. Its unfailing supply of natural clays, 
vast forests, streams, and other advantages could not fail to 
attract the primitive potters, who there produced domestic and 
ornamental wares for distribution to all parts of the kingdom. 
The quaint inlaid tiles for the floors of the abbeys and monas¬ 
teries were produced here and sent away by the rivers Trent, 
Severn, and Avon, then, as in earlier times, the chief arteries 
of transit. 

The old methods of manufacture continued. The few 
changes in the shape and ornamentation of the pottery were 
due to the influence of foreign emigrants, who would have a 
preference for the form and decoration in use in their native 
country, as we may notice the many changes of shape in the 
domestic spoon of the last three centuries, due to the changing 
fashion prompted by the Dutch, German, and Hanoverian 
courtiers. 

At the time of Wedgwood’s advent, the pottery industry was 
gradually undergoing a change. The general use of tea and 
coffee demanded suitable vessels, which had been hitherto indif¬ 
ferently supplied by importing expensive porcelain from China 
and Japan,—only within the reach of wealthy consumers. 
Staffordshire met this demand with the light, graceful pottery 
known as ‘ salt-glaze ’; plain or decorated from the then only 
available models—the Oriental patterns. 

Wedgwood’s earliest work as a potter was the improvement 
of the useful domestic ware then in fashion, the invention of 
new bodies and material, colours, and new methods of manufac¬ 
ture. His tortoise-shell, agate, mottled, and other coloured 
pieces were distinct creations, and soon found a ready sale. In 
due time he invented the pale cream-coloured ‘Queen’s ware,’ 
so named in compliment to his patron. Queen Charlotte. He 
supplemented the use of the primitive potter’s wheel by after¬ 
wards turning his ware upon an improved lathe. He was the 
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actual invejitor of at least twenty new bodies for the manufacture 
of earthenware, many of which are in use to this day. 

From youth to age the great potter never enjoyed robust 
health. When young, he suffered from a severe attack of small¬ 
pox, leaving complications that in later life so affected one leg, 
it necessitated amputation, a martyrdom that was possibly a 
benefit to his country, as Mr. Gladstone has well observed— 

‘ It is not often that we have such palpable occasion to record our 
obligations to smallpox. But, in the wonderful ways of Providence, that 
disease, which came to him as a twofold scourge, was probably the occa¬ 
sion of his subsequent excellence. It prevented him from growing up to 
be the active, vigorous English workman, possessed of all his limbs, and 
knowing right well the use of them ; but it put him upon considering 
whether, as he could not be that, he might not be something else, and 
something greater. It sent his mind inwards; it drove him to meditate 
upon the laws and secrets of his art. The result was that he arrived at 
a perception and a grasp of them which might, perhaps, have been envied, 
certainly have been owned, by an Athenian potter.’ 

The estimate of Wedgwood’s useful life may be given by his 
quaint epitaph in the church of Stoke-on-Trent: ‘ Who converted 
a rude and inconsiderable Manufactory into an elegant Art, and 
an important part of National Commerce’ (‘ manufactory ’ meaning 
manufacture). The forty-two master-potters of Staffordshire, from 
1710 to 1715, by their united efforts could only produce earthen¬ 
ware to the annual value of ^6417, compared with 1785, when 
Wedgwood gave evidence in the House of Commons that upwards 
of fifteen thousand persons were then directly employed in the 
manufacture, and double that number in auxiliary occupations in 
connection with the industry—in preparing clay, flint, coals, and 
other materials required by the potters. This estimate is of course 
much extended now, the last available statistics (1896) giving 
45,914 persons in direct employ, the annual amount of wages over 
;^2,000,000, and the assumed value of ;^3,850,000 for home trade 
and exportation. 

In addition to his valuable services to the staple trade of 
Staffordshire, he devoted much time and energy to the improve¬ 
ment of the roads and means of communication of the district. 


In 1760 the only method of transport was the pack-horse, the 
nearest highway road was at Lawton, in the next county. 
Through his exertions new roads were made, and others 
improved. The Grand Junction Canal, from the Mersey to the 
Trent, was projected, with Wedgwood as honorary treasurer to 
the company. Its effect, Mr. Gladstone remarked, ‘made the 
raw material of his industry abundant and cheap, which supplied 
a vent for the manufactured article, and which opened for it 
materially a way to what we may term the conquest of the 
outer w'orld.’ 

So far these remarks apply chiefly to the period of Wedg¬ 
wood’s useful earthenware ; ‘ Wedgwood ware.’ The collector 
fully understands the meaning of ‘Old Wedgwood.’ Indeed, 
we have Wedgwood’s own authority for the classification, for in 
a letter to his partner, Thomas Bentley (1770), he says— 

‘ May not useful ware be comprehended under the simple definition 
of such vessels as are made use of at meals. This appears to one to be 
the most simple and natural line, and though it does not take in wash- 
hand basins and bottles, and a few such articles, they are of little con¬ 
sequence, and speak for themselves. ... I am getting some boxes made 
neatly, and lined with silk or some fine stuff, to keep and show the tablets 
(plaques) in. We should use every means in our power to make our 
customers believe they are not The Ware.’ 


Wedgwood, in the progress of his manufacture, illustrated 
the sentiment of the inscription in the entrance-hall of the 
Birmingham Art Gallery and Museum: ‘ By the gains of 
Industry we promote Art.’ He acquired a considerable fortune 
by the production and sale of his domestic ware for the civilised 
world ; then, with the strength of his financial position, he turned 
his attention to the ornamental or decorative pieces, attracting 
to his service the most renowned artists of his time, improving 


12 


some of the materials then in daily use, and in due time invent¬ 
ing and perfecting that most beautiful body ever adopted in 
ceramic art—the 'Jasper/ Until this body was completed and 
reliable—only after continued experiment; surmounting failure 
by constant . attention—the finest work was impossible, and, 
except in the basalte and agate bodies, was not attempted. But 
a time came when he could write to his partner, ‘We are now 
absolute with the jasper/ 

The jasper pieces are the collectors ‘Old Wedgwood,' of 
which this exhibition includes many important examples, coming 
from celebrated collections formed during the last century, and 
acquired when it was possible to secure them. The pages of a 
catalogue do not allow of much criticism—a personal examina¬ 
tion of the objects catalogued may be of greater profit. 

But much has been written upon this subject during the last 
half-century by many celebrated writers, giving unqualified testi¬ 
mony to the character and genius of the great potter. All are 
worth perusing: a few examples may be given. Lord Lytton, in 
his England and the English (1835), says— 

‘There have, for some time past, been various complaints of a 
deficiency of artists capable of designing for our manufactures of porce¬ 
lain, silk, and other articles of luxury in general use; we are told that 
public schools are required to supply the want. It may be so, yet 
Wedgwood, Rundell, and Hellicot the watchmaker found no such diffi¬ 
culty, and now that a Royal Academy has existed for sixty-five years, 
the complaint has become universal. One would imagine that the main 
capacity of such institutions was to create that decent and general 
mediocrity of talent which appeals to trade and fashion for encourage¬ 
ment. In truth, the complaint is not just. How did Wedgwood manage 
without a public school for designers? In 1760, our porcelain wares 
could not stand competition with those of France. Necessity prompts, 
or what is quite as good, allows the exertions of genius. Wedgv\ood 
applied chemistry to the improvement of his pottery, sought the most 
beautiful and convenient specimens of antiquity, and caused them to be 
imitated with scrupulous nicety; he then (the italics are Lord Lytton's) 
had recourse to the greatest genius of the day for designs and advice. But 
now the manufacturers of a far more costly material, without availing 
themselves of the example of Wedgwood, complain of want of talent 
in those whom they never sought, and whom they might as easily com¬ 
mand, if they were as willing to reward.’ 
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The Right Hon. W. E. Gladstone, who in 1863 made his 
eloquent address upon the opening of the Wedgwood Institute 
at Burslem, at a period three years before Miss Meteyard’s Life 
of Wedgwood was published, illustrated with his usual facility 
Wedgwood’s life, work, and character. He remarks— 

‘ I call him the great Wedgwood. That is the proper epithet for him. 
In my opinion, and I have considered the matter as well as I can, Wedg¬ 
wood was the greatest man who ever, in any age, or in any country—I 
do not except, as far as our knowledge goes, any age or any country— 
applied himself to the important work of uniting art with industry. 
The industrial development brought about by Wedgwood was wonderful. 
He made this country a great exporting country for his own wares. 
You know the meaning of that. What he manufactured was so much 
better than what other countries could make for themselves, that they 
were delighted to send here to buy it, and pay all the cost of carrying it 
to St. Petersburg on one side and the Mississippi on the other, to the 
extremities of civilisation, to avail themselves of the benefit brought 
about by the genius of that man. There is one particular point which 
I have always considered to be among the most significant and interest¬ 
ing in the work of Wedgwood, and that is the unvarying attention which 
in his works he gave to the question of form. Now, pray remember, 
that we may always distinguish between the different constituents of 
work of art. There is the form, there is the colour, and there is the 
character of ornamentation; but the form is the true foundation of the 
whole, just as in architecture. You see what a bad architect will do. 
He will think very little of form or proportion, and he will plaster his 
building all over with ornament, and ornament is constantly used to 
disguise the poverty and perversion of form. Wedgwood completely 
revolutionised the character of the fabrics made in England at the period. 
He recalled into existence the spirit of Greek art. Before his time, we 
may say of the earthenware and porcelain manufacture that it had never 
risen to the loftiness of the spirit of Greek art. If you compare the famous 
porcelain of Sevres, the vases of Sevres with the vases of Wedgwood, I 
don’t hesitate to say they are greatly inferior. If you pass your eye 
along this line of productions of the eighteenth century in England, 
although there are very good forms in others, those of Wedgwood stand 
pre-eminent. Though in all his productions you are reminded of Greek 
art, they are not mere reproductions. His style is strikingly original.’ 

In the same address, Mr. Gladstone pointed out a curious 
German criticism, upon Wedgwood, in which the great potter is 
likened to Goethe! This was written by Novalis {Fragmente: 
^sthetik itnd Literatur ): ‘ Goethe ist ganz praktischer Dichter. 
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Er ist in seinen Werken, was der Englander in seinen Waaren 
ist: hochst einfach, nett, be'quem und dauerhaft. Er hat in der 
deutschen Literatur das gethan, was Wedgwood in der englischen 
Kunstwelt gethan hat.’^ 


Civilised nations are justly proud of the art-work produced 
in their country. Wedgwood ceramics deserve all possible 
veneration by his countrymen from the fact that the art is 
essentially a British one; thought out and produced by a 
worthy native, who had never travelled beyond the limits of 
his country, who encouraged native artists and workmen for its 
production. His great work was completed without state aid, 
helped only by the popular appreciation of his manufacture. 

The honoured names of inventors and others who have 
developed the resources of our country are found in the peerage, 
but the name of Wedgwood is not mentioned—the diligent 
man of business standeth before kings. Other nations have 
fully recognised Wedgwood’s services to the ceramic industry. 
His first patron was the munificent Empress Catharine of Russia, 
for whom he made the grand table service, decorated with views 
of English country-seats. Continental orders were continually 
sent to Etruria, his best customers being the Court and aristo¬ 
cracy of France, during the renowned art periods, the reigns of 
Louis XV. and xvx. So much fine Wedgwood was then imported 
into France that the Royal factory of Sevres copied the colour 
and relief of his jasper plaques and vases in competition. The 
standard reading-books of the American National Schools include 
an account of his life and work, and every American child is 
familiar with the story. 

^ Which has been rendered: ‘ Goethe is a very practical poet. He is in his works what an 
Englishman is in his business, thoroughly simple, clear, accessible, and conclusive. He has done 
for German literature what Wedgwood has for the domain of art,’ 
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That Wedgwood's memory is still kept green by other nations 
is evident from the pathetic incident that occurred in 1895, the 
centenary of Wedgwood’s death; when the town of Stoke-on- 
Trent received a wreath sent direct from a potter in Silesia, with 
a request that it should be laid upon the great potter’s grave, as 
a tribute from a living potter to the memory of one who was 
universally esteemed as the greatest master of his craft. 

F. Rathbone. 



WEDGWOOD’S MONUMENT IN THE CHURCH, STOKE-ON-TRENT. 
Designed by Fi.axman. 





































It is proposed to issue a Large Paper Quarto Edition 
of this Catalogue^ with many Extra Photographic Illus¬ 
trations of some of the 7 ioted examples. The Edition will 
be limited and for Subscribers only. Prospectus and Price 
may be obtained by addressing 

Mr. F. Rathbone., 

20 Alfred Place West., 

South Kensington., 

London., s.w 



THE MARKS 

USED BY JOSIAH WEDGWOOD AND HIS SUCCESSORS 

Teie potter’s mark upon ceramics is of great interest to the historian, 
student, and collector. The custom of marking dates from very remote 
times, and may even have originated with the ancient potter, for nearly 
every piece of the Roman red-ware, the so-called Samian, bears a clearly 
stamped mark in some form. This mark is usually found upon the 
inside of the vessel at the bottom—sometimes on the outside. The name 
on a label, given in the nominative with F for fecit, or in the genitive 
with O, or OF, or M, for ofjicina or nimtu : thus, SABINVS F, Sabinus fecit 
(Sabinus made it), AMICI M, Amici manu (by the hand of Amicus), OF. 
FELIC, officina Felicis (from the workshop of Felix). We may form some 
estimate of the importance of the potter’s craft under the Roman rule 
from the fact that Mr. Thomas Wright could give, in 1853, a list of 
potters’ stamps on Samian ware, Mortaria, and the handles of Amphorae, 
numbering over eleven hundred separate marks. This list, from examples 
found since that time, could be much extended. 

The system of marking was not confined to the potter. The Roman 
mason was in the habit of inscribing his initials or other ornament upon 
his handiwork. Painters, sculptors, engravers, goldsmiths, carvers in 
wood and metal, and other craftsmen, marked their work with initials, 
emblems, or some fanciful design. Some engravers of the middle ages 
are only known from their adopted mark, no account of their lives, works, 
or even their names existing: ‘ The master of the Die,’ from his mark of 
a small (jie used in dice-playing ; ‘ The master of 1474/ from his sign ‘ 74 ’ 
found upon his plates. Companies and Guilds in many cities adopted a 
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THE MARKS 


distinct badge for the work of their members, or other pieces they had 
approved. When the factory system for the production of pottery and 
porcelain was organised under one administration, a distinct mark for 
that factory was designed. Sevres, the double L; Dresden, the cross¬ 
swords ; Worcester, the crescent; Chelsea, the anchor, and so on. In 
our own time, the manufacturers’ trade-mark has lost little if any of its 
former importance or value. Acts of Parliament having been passed for 
its due regulation, with penal clauses against the forger or imitator. If 
these penalties were more often enforced upon the ingenious fabricator of 
and dealer in spurious works of art, it would bring more peace of mind 
to the bona-fide collector. At present— 

‘ The strong statutes 
Stand like forfeits in a barber’s shop. 

As much in rnock as mark.’ 

Measure for Measure. 

We have no record of the exact time when Wedgwood first used the 
well-known stamp. His early work at Burslem, judging from fragments 
recently found on the site of the Ivy House, and many of the early pieces 
made at Etruria, bear no mark. The first mention of this sign of 
identification is the well-known incident of the Etruscan vases thrown by 
Wedgwood, while Bentley turned the wheel. These were inscribed : 
‘June XIII., MDCCLXIX. One of the first Days Productions at Etruria in 
Staffordshire by Wedgwood and Bentley.’ The round stamp (No. 5), 

‘ Wedgwood and Bentley,’ is probably the first form, being found upon 
vases that must have been made soon after the establishment of the 
Etruria works. This stamp was changed to a wafer, with the addition of 
the word Etruria (No. 6); afterwards the foot of the vase itself was 
stamped in a circle, to fit round the screw (No. 7). 

Wedgwood is said to have objected to the name of any modeller or 
workman being added to his own. The fine portrait of Edward Bourne, 
an old workman at Etruria; a portrait of Josiah Wedgwood, and one of 
Voltaire, all modelled by Hackwood, have the initials W. H. in script 
letters under each portrait. These are the only instances of any 
designer’s or craftsman’s mark on the relief surface. 

Of the many works treating upon ceramics, nearly all give the 
Wedgwood marks incorrectly. Every mark, whether upon pieces of a 
useful or ornamental character, used by the great potter and his 
descendants, was, and is, impressed in the soft clay with the ordinary 
printers’ type of the period ; excepting the round marks, which were 
produced by engraved brass stamps, the marks upon porcelain, and the 
painters’ marks upon decorated pieces. The impressed mark, when fired, 
is of the most durable and permanent character, especially when compared 
with the painted marks on the glaze of many kinds of porcelain—so liable 


THE MARKS 


19 


to erasure by any ordinary usage. Impressed marks have also another 
valuable quality—security against fraud—it being nearly impossible to 
imitate them, except by engraving; no easy task with hard-fired pottery. 

The marks of the old period are usually clearly and evenly stamped, 
and, except upon glazed pottery and ‘ Queen’s Ware,’ easily deciphered. 
With the name are often found either single letters, numbers, or signs, 
scratched with a point or impressed. Many of these are simply work¬ 
man’s marks, and are of little use to the collector. Some are only 
single letters, as T. G., signs of various forms, pattern numbers such as 
275,496, II, usually scratched, or marks indicating size or capacity of 
tea and other vessels, as 18, 24, 36, 4 + 4. A rude K, made with a point, 
found upon some of the fine busts, is attributed to Keeling the modeller, 
and a type-impressed H to Hackwood. 

Miss Meteyard has pointed out that the letters ^ and 3 are only found 

upon good specimens, and are evidently the marks of careful and expert 
workmen. These marks are, however, only found upon the fine jasper 
dejeuner and coffee pieces, and similar specimens, rarely upon plaques, 
medallions, or vases. Collectors are also indebted to her for pointing out 
the mark of three letters, as A N O—R E P occurring with the name, 
etc., as a distinct evidence of modern work, and any piece so marked is 
certainly not older than 1859. The mark of three capital letters was first 
used in i860: the first letter stood for the workman’s mark, the second 
for the month, the third for the year of manufacture, upon the plan of the 
hall-mark on plate; O meaning i860, P 1861, and so on. 

Some of the medallions are inscribed with a point with various words, 
such as ‘ L Tub,’ ‘E wash,’ etc. etc. These were evidently experimental 
pieces marked with the various washes, instructions for windage in the 
kiln, and other matters necessary to be noted for accurate reproduction, 
and to be retained in the manufactory for future reference. Until lately, 
a few old vases of the Wedgwood and Bentley period hung over the 
workmen’s benches at Etruria, as a guide for form, mounting, and weight. 
Occasionally upon the plinth or foot of a vase, and out of sight unless 
unfitted, inscribed words similar to the above are found. Upon the 
plinth of a large jasper vase of good form are the words ‘ M. pot. press S.’ 
Upon the plinth of a pillar boughpot ‘22 C.’ One old piece inscribed 
T.B.O. was attributed to a modeller named Tebo; the real signification 
being, ‘ The top of the biscuit oven ! ’ 

I. —This mark occurs upon a very early specimen 
of ‘Queen’s Ware,’ a teapot, painted with flowers, 
Weigwooc/ etc., supposed to have been made by Wedgwood at 
Burslem: each letter, judging from its appearance, 
apparently stamped singly with printers’ type. 
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WEDGWOOD 

WEDGWOOD 

Wedgwood 



WEDGWOOD 
& BENTLEY 

WEDGWOOD 
& BENTLEY 

Wedgwood 
& Bentley 

Wedgwood 
& Bentley 


2, 3, 4.—These marks, varying in size, were, it is 
thought, used by Wedgwood up to the accessio*n of 
Bentley as his partner, 1768-9, and are found upon 
specimens said to have been purchased about that 
period. 

5. —The circular stamp, without the inner and 
outer rings, and without the word Etruria, is doubt¬ 
less the earliest form of the Wedgwood and Bentley 
stamp, and is found upon a set of three early painted 
vases, in imitation of natural stone, with gilt serpent 
and scroll handles. No other example of this mark 
is known: it may have been an experimental one after¬ 
wards changed for No. 6, and never in general use. 

6. —This mark, with the word Etruria, is made upon 
a wafer, or bat, and fixed in the corner, inside the 
plinth of old basalte vases, reversing for candelabra 
and some large specimens; it is sometimes found on 
the pedestal of a bust or large figure. 


7.—The well-known circular stamp, with an inner 
and outer line, always placed round the screw of the 
basalte, granite, and Etruscan vases, but is never 
found upon the jasper vases of any period.^ 


8, 9, 10, II.—These marks, varying in size, are 
found upon busts, granite and basalte vases, figures, 
plaques, medallions, and cameos, from the largest 
tablet to the smallest cameo for a ring (the writer 
has one, only half an inch by three-eighths of an inch, 
fully marked); also found upon useful ware of the 
period. 


^ This mark is given in Miss Meteyard’s Handbook to Collectors^ in 
this form. 

<3f 

Both being unknown. It is probable this was sent to the authoress 
by some corresponding inquirer, and she, taking it to be a facsimile, 
had it engraved as written without verification. 


She also gives, as a facsimile of \ 

a rare mark, 
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Wedgwood 

Wedgwood 

Wedgwood 

WEDGWOOD 

WEDGWOOD 

WEDGWOOD 

WEDGWOOD 


12. — Marks upon the Wedgwood and Bentley 
intaglios, with the catalogue number, varying in size. 
Very small intaglios are sometimes marked W. & B. 
with the catalogue number, or simply with number 
only. 

13. —This rare mark is found only upon chocolate 
and white seal intaglios, usually portraits, made of 
two layers of clay ; the edges polished for mounting. 

It may be noted that the word ‘and’in every Wedgwood 
and Bentley mark is always contracted that no punctua¬ 
tion or other points, excepting those in marks No. 5, 6, 7, and 
13, are ever used. 

14. 15, 16, 17, 18, 19, 20.—Marks, varying in size, 
attributed to the period after Bentley’s death, and 
probably used for a time after Wedgwood died. 
These marks and others were used by chance—a 
small piece often bearing a large stamp, and a large 
one a minute stamp, not easily read. 


21.—This rare mark exists upon some large square 
plateaux in cane-coloured jasper. It may have been 
one intended for use at the change of partnership in 
WEDGWOOD & SONS 1790, but abandoned. The circular announcing the 
change says : ‘ The mark “ WEDGWOOD ” will be con¬ 
tinued without any addition.’ 


22.—Sometimes ‘ 2nd Feby.,’ the mark of Josiah 
Wedgwood the younger. Supposed to be the date 
JOSIAH WEDGWOOD of some new partnership or change in the firm, being 
Feb 2 1805 found only upon some basalte tripod incense-burners; 

it may be the date when the design was first 
registered. 


WEDGWOOD 


ETRURIA 


WEDGWOOD 

ETRURIA 

Wedgwood 

Etruria 


23, 24, 25.—These marks rarely found upon pieces 
of a very high character—usually upon dark-blue 
stoneware vases and glazed ware. Adopted about 
1840, but soon disused. 


26.—The mark upon the porcelain, made from 
about 1805 to 1815, always printed either in red or 
blue, soitietimes in gold. An impressed mark cannot 
{in red or blue) certainty upon soft-paste porcelain, 

being so apt to diffuse out in the firing. The marks 
(impressed) on Swansea and Nantgarw porcelain are 
very indistinct. 
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27, 28.—These marks, varying in size, are still 
used at Etruria for the modern jasper and useful 
ware of all varieties. 





29, 30, 31.—The celebrated Emile Lessore, 
a painter trained at Sevres (died 1876), who 
painted some fine vases, plaques, etc., for 
Messrs. Josiah Wedgwood & Sons, from 1859 
to 1875, sighed his work in this form. 


32. —The manufacture of fine porcelain was revived 
at Etruria, 1878, and is still continued. This mark, 
printed in black and other colours, is used. 

33. —This word was added to the mark WEDGWOOD 
ENGLAND in 1891, to comply with the new American Customs 

Regulations, known as the M‘Kinley Tariff Act. 



VfEDCWOOO 


34.—Illustrated at the head of this chapter, ‘Made by Josiah Wedg¬ 
wood of clay from Sydney Cove^ is found upon the back of a pretty 
medallion, ‘ Etruria, 1789’ (see title-page). These medallions, relief and 
field in the same colour, were made by Wedgwood from clay collected at 
Sydney Cove by Sir Joseph Banks, botanist to the Cook expedition, who 
sent the clay to Etruria for this purpose. 

The Wedgwood and Bentley mark is found only upon basalte and 
crystalline agate or imitation stone vases, upon plaques, medallions, and 
portraits of the same period. It is never found upon the blue and white 
jasper vases, nor upon any example of green, pink, lilac, or cane-colour. 

Wedgwood marks cannot be relied upon as exact evidence of any 
period of manufacture, excepting the various Wedgwood and Bentley 
stamps (Nos. S to 13), which were in use only from 1768 to 1780. The mark 
WEDGWOOD being used now exactly as in the last century, the year of 
manufacture is determined more by the material, colour, and workmanship. 
We know the date of certain designs made by Flaxman and other artists. 
For example, Flaxman designed the apotheosis of Homer in 1777 ; every 
plaque of that subject must, of course, be of later date. 

The Wedgwood mark has been forged or imitated both in the last 
and present centuries, but these forgeries are of very little importance. 
Some small blue and white medallions, marked ‘ Wedgwood & Co.,' are 
known. This mark is said to have been used by some potters at Stockton- 
on-Tees, who were compelled to disuse it by legal injunction. About the 
year 1840, a man named Smith set up a factory in Holland, and stamped 
his ware ‘ Wedgwood.' The Staffordshire firm added ‘Etruria'to their 
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mark (Nos. 21, 22, 23), but it was soon abandoned, and the simple word 
Wedgwood used again, foreign merchants and buyers not understanding 
the addition. There is a tradition that a foreign dealer, anxious to pur¬ 
chase Wedgwood, travelled to Italy to look for the Staffordshire Etruria! 
The forged marks are so rarely seen, they are almost worth collecting as 
curiosities : the pieces bearing the mark, however, are of such poor quality 
as works of art, that no one would care to put them in the same cabinet 
with the genuine examples. 

Any unmarked piece must not be condemned upon that account alone. 
Undoubted pieces of genuine Old Wedgwood—many of fine quality—are 
at times met with without any mark. The omission may occur from 
various causes—carelessness, putting the piece to the lathe after marking, 
thinning down medallions, or the lapidary grinding it down to fit a metal 
mount. If made at Etruria, either in Josiah’s time or later, it will carry 
its own marks of identification. 


DATES IN CONNECTION, FOR REFERENCE 


Josiah Wedgwood, born at Burslem .... 1730 

His apprenticeship as a potter ended .... 1749 

His first partnership—with Harrison . . . 1752 

Harrison, Wedgwood, and Whieldon . . . . 1754 

Wedgwood’s tenancy of the Brickhouse Works, Burslem (site of } from 1757 
the Wedgwood Institute) . . . . . / to 1773 

Married ........ 1764 

Etruria Works commenced . . . . . . 1767 

Thomas Bentley, a partner of the firm—Wedgwood and Bentley . | 

Opening of Etruria and first day’s throwing .... 1769 

James Tassie first mentioned in connection with Wedgwood . 1769 

Flaxman first employed ...... 1775 

Portland or Barberini Vase commenced .... 1786 

Completed ........ 1790 

Sons—John, Josiah, and Thomas Wedgwood, taken into partnership 1 
with T. Byerley (Wedgwood, Sons, and Byerley) . . J 

Wedgwood died ...... 1795 


TECHNICAL TERMS USED IN THIS CATALOGUE 

Can or Coffee-can. An old potter’s term for the mug-shaped cylindrical 
cup used for coffee, and still in use. Wedgwood and other potters frequently 
made one saucer do duty for both the tea and coffee-cups. Many old services 
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would be complete with, say, twelve tea-cups, twelve coffee-cans, and twelve 
saucers, 

Jasper. The material perfected by Wedgwood from 1775 ^ 779 ? which 

all his fine ornamental pieces were produced. This body has the property of 
incorporating the colour in the mass. It was so named from its density, being as 
readily polished on the lathe as the natural stone. 

Granulated. A dotted finish found chiefly in the blue jasper, somewhat 
resembling the surface of Morocco leather. Its effect is similar to frosted or 
dead metal, and of great value for contrast in relief-work. 

Laminated. An effect produced upon the bevelled edges of plaques and « 
medallions by the introduction of a thin, darker layer in the centre, the edges 
afterwards polished. In a few instances the lamination extends entirely over the 
field, but is only visible when the relief is cut away at the back, to prevent expan¬ 
sion in firing. The effect is similar to a shell cameo of two or three strata. This 
process, granulation and others, was one of the many inventions of Josiah 
Wedgwood to improve his pottery. 

Lustres. The term used for the mounted candelabra formed of Wedg¬ 
wood’s cylinders, mounted by the Birmingham manufacturers with ormolu and 
cut-glass drops. 

Pedestal. The base on which a statue or bust rests. A separate stand for 
a vase. Wedgwood made them in every form—square, cylindrical, and oval—and 
in all materials. 

Plinth. The base, usually square of a vase, fixed to the foot by screws. 
The plinth of a Wedgwood vase is a very important part of the effect—always in 
harmony and in right proportion. 

Solid and Dipped Jasper. The earlier jasper pieces in various colours were 
made in ‘solid’ jasper, i.e^ the colour was mixed in the mass, and the white 
relief applied above. Wedgwood, however, found certain difficulties in firing, the 
surface being of an irregular dark colour in one part, and lighter in another. He 
then adopted a process of making the piece in the uncoloured white jasper, ‘dipping’ 
the surface only with the colour. A great improvement—but he raised his prices 
fifty per cent, for the new process. 

Tri-colour. In the jasper vases the ground may be pink, the borders green, 
the reliefs white, or varied at discretion. In some fine medallions, the field is of 
pink, green, black, or other colour—the border upon another colour; reliefs in 
white. The beautiful tri-colour pieces were not made before 1790, and are the 
most elaborate of Wedgwood’s art-work. 

Trial. A technical term for an experimental piece, chiefly used to try the 
effect of the kiln fire, and to ensure the proper proportion of clays and colours. 
Such pieces were not intended for sale, but to be kept for future reference. Por¬ 
traits, plaques, and medallions exist in Wedgwood, sometimes inscribed by his 
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own hand, with the proportion of ingredients used. A portrait of Linnaeus has, 
I of O wind Af and I of N wind AI,^ Trials are valued by collectors as a sketch 
by a great artist would be. 

Waxen Jasper. The technical name for a somewhat rare body. The 
material is of a dense porcelain character, highly fired and nearly vitrified, the 
reliefs having a smooth surface as if glazed. 

Body. A potter’s term for clay or other material, either used by itself or 
mixed in any proportion, for any required purpose. 



PLAQUE: A SACRIFICE. Designed by Lady Templeton. 


PLAQUES OR TABLETS 

With true prophetic instinct, Wedgwood wrote to his partner Bentley: 
‘ My Tablets only want age to make them valuable.' These fine produc¬ 
tions, with the medallions, had Josiah's first and continued attention— 
from the period of his early labours at Burslem, then at Etruria, until the 
close of his busy life. Commencing with casts from the antique or impres¬ 
sions from Tassie's sulphurs, he was not content until the genius of Flaxman, 
Pacetti, Hackwood, Webber, and the best artists of his time made designs 
for him. His plaques entered into the scheme of all art decoration—for 
the mantelpiece, ceiling, door, pilasters, and the wainscot on the wall. 
The cabinet-maker used them as inlays, or otherwise applied them to the 
decoration of furniture. They were first made in the terra-cotta and 
biscuit bodies—then but a simple cast from the mould—the field coloured 
by hand with enamel. In due time many improvements were carried out 
in the basalte and jasper bodies, all being carefully undercut and finished 
by the modeller. Wedgwood often mentioned the great trouble he had 
with the potter's work. However carefully the plaque was finished in the 
clay, the colour of the ground or field being under the relief was liable to 
discolour the white subject above it. Another difficulty was to prevent a 
thin, quarter-of-an-inch, flat plaque curling up under the action of the fire. 
Plaques of the old period of good quality are, and have always been, 
scarce. Some of the finest have been removed from mantelpieces and 
furniture, and framed for due preservation—they were not produced by 
the gross like machine-made tiles. How few of these last-century pieces 
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are intact in our day may be judged from the estimate that all the known 
examples of the subject-plaques in jasper of the best period, ix. made 
between 1773 I793> might be easily contained on the existing walls 

of an ordinary art gallery if hung in lines of not more than three deep, 
allowing space between each. If arranged on the plan of the annual 
Royal Academy Exhibition, from floor to ceiling, the portraits and 
basalte plaques might perhaps be included. 


1. Four boys at play. Designed by Lady Templeton. Sage-green jasper, white 
relief. Square. 4^ x 5 J inches. WEDGWOOD (No. 17). 

And T (the monogram of Lady Templeton). Period 1789. 

7. .S'. Walker Collection, 


2 . The Birth of Bacchus. Oblong oval, solid blue jasper. 7^ x pf inches. 1770. 

WEDGWOOD 


& BENTLEY 


(No. 8). 


3 . The Triumph of Bacchus. Oblong oval, solid blue jasper. 7J x 9I inches. 1770. 

WEDGWOOD 


& BENTLEY 


(No. 8). 


4. Four children in a landscape. Square, dark-blue ground. Designed by Lady 

Templeton. 4x5^ inches. 1790. WEDGWOOD (No. 18). 

5. Four boys dancing. Square, dark-blue ground. Designed by Lady Templeton. 

4 X inches. 1792. WEDGWOOD (No. 18). 

T 

6. Group of women and children. Designed by Lady Templeton. Green jasper, 

oblong oval. 6Jx 8^ inches. 1790. WEDGWOOD (No. 18). 

T 

De Falbe Collection, 

7. Venus and Cupid. Oval, solid blue waxen jasper. Highly fired and stained in the 

process. 6 x 4^ inches. 1779. 

This fine example is a ‘trial’ not intended for sale. No. 158 in Wedgwood’s 
Catalogues. 

Bowker Collection. 

8. Nine boys dancing. Plaque; oblong oval, grey-blue waxen jasper. 6x8 inches. 

1785. WEDGWOOD 


& BENTLEY 


(No. 8). 


9. Group of women and children. Plaque; pale-green jasper. Designed by Lady 
Templeton. 4^ x 1inches. 1790. wedgwood (No. 18). 


10. The Judgment of Hercules, Artemisa, and Indian Bacchus. Three solid blue 
plaques in one frame. Centre 7 x gi, sides 6 x 4J inches. 1778. 

WEDGWOOD ^ 


& BENTLEY 


(No. 8). 


From a mantelpiece in Ireland. 
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11. Bacchus and two Fauns. Oval, solid blue jasper. The bevelled edge of the 
plaque laminated. Taken from a mantelpiece. 7J x 5j inches. 1769. 

WEDGWOOD , 


Pe7ider and Stuart Collections. 


& BENTLEY 


(No. 8j. 


12. Penelope and her Maidens. Oblong, solid blue jasper. The only example of 
this subject known. x inches. Probable date 1790. 

WEDGWOOD (No. 17). 

A very fine design by Flaxman, not included in his 
series illustrating the Odyssey. There is an antique 
bas-relief of this incident in the British Museum. 
Comparison with Flaxman’s works justifies 
Canova’s estimate of the great sculptor : 
‘ You come to Rome to admire my works, 
while you possess in your own country, in 
Flaxman, an artist whose designs excel in 
classical grace all that I am acquainted 
with in modern art.’ The antique relief is 
illustrated in Smith’s Classical Dictio 7 iary^ 
By the courtesy of Mr. Hallarn Murray, the 
block is here reproduced. 


Ward Collection. Illustrated in Rathbone's ‘ Old Wedgivood^^ Plate LX I. 



13 . The Marriage of Cupid and Psyche. Oblong oval, solid dark-blue jasper. 
10 X 13I inches. 1787. WEDGWOOD (No. 17). 

This well-known and popular subject is taken from the celebrated antique gem 
in the Marlborough Collection. A cameo measuring i J x i J inches, signed 
EnOIEI,’ which does not prove its antiquity, for, as Raspe says, 
‘ Such was the sway of public prejudice in favour of Greek taste, even those 
Roman artists affected to write their names in Greek or with Greek terminations, 
just as formerly our musicians and singers, from a similar prejudice for Italian 
musical excellence^ affected Italian appellations.’ This gem has been reproduced 
in every material, engraved by Bartolozzi and others, and even burlesqued by 
Gillray. Some authorities consider the gem was engraved in the fifteenth 
century. A drawing of the subject by Pirro Ligorio was among the papers of 
Bagaris early in the sixteenth century. All however admit its excellence. Mr. 
Story-Maskelyne says, ‘ In point of technique, this has never been surpassed in 
any age. Indeed, alike for movement, grace of form, for tenderness of treatment 
and precision of modelling, as for the delicate technical management of surface, 
this cameo may challenge any work of ancient or modern times.’ The entire 
collection of Marlborough gems was sold en bloc at Messrs. Christie’s, about 1870, 
for 36,000 guineas, to David Bromilow, Esq., of Bitteswell Hall, Lutterworth, who 
bequeathed them to his daughter, Mrs. Jary. The collection was dispersed again 
at Christie’s, June 26, 1899, the Marriage of Cupid and Psyche, Lot 160, bringing 
£2000 —bought by Mr. Ready, not for the Marlborough family as reported, but for 
the Museum of Fine Arts at Boston, U.S.A.; the entire collection of 739 lots pro¬ 
ducing ^34,827, 7s. 6d. Wedgwood reproduced this gem in his jasper body in all 
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sizes, from that of the original gem to this, the largest. Flaxman modelled 
^he exquisite Sacrifice to Hymen (No. 30), as a companion to this subject. 
The plaque exhibited came from Russia ; two only are known of the same size. 

14. The Judgment of Hercules. Lilac or pink jasper. A very rare plaque in this 
colour. 6x18 inches. This fine plaque is No. 69 in Wedgwood’s Catalogue of 
1787, and thus described : ‘Judgment of Hercules ; modelled agreeably to Lord 
Shaftesbury’s idea of representing this subject.’ The design has been attributed 
to Flaxman. The plaque formed part of the stock sent by Wedgwood to his 
agent, Daguerre, in Paris. It was purchased in Paris, 1880, with other fine 
pieces, by the writer, from the family in whose possession it had been for nearly a 
- century. So rare are lilac plaques that no example could be found in England 
for the Liverpool Loan Exhibition, 1879, only one medallion. Another example 
of this subject will be found (No. 10). 1792. WEDGWOOD (No. 18). 

Holt and Rnston Collectiofis, 



THE MEDUSA. No. 15. 


15 . The Medusa. Circular, solid blue jasper, very high relief. Modelled by Flaxman 

about 1766. 5 inches. WEDGWOOD v 

& BENTLEY 

This rare plaque is a tribute to Wedgwood’s skill as a potter, the process of 
firing a mass of relief as this plaque would demand every possible care and attention. 

16 . Mercury joining the hands of Britain and France. Solid blue ground. Designed 

by Flaxman. 9I x 9 inches. 1787. wedgwoOD (No. 17). 

This fine relief was designed by Flaxman to commemorate the Treaty of Com¬ 
merce between France and Great Britain, signed at Versailles, September 27, 
1786—a beneficial treaty resulting in a great increase of trade between the two 
countries. The first relief from this subject was sent to Lord Auckland, then 
Envoy-Extraordinary of Great Britain, residing in Paris. 

Frederick Locker-Lampson Collection, Illustrated in MeteyarcTs Life of Wedgwood 
voL ii. p. 564, a 7 id ‘ Choice Examples of WedgwoodJ* 


No. 13 ._The first sale of the entire collection of the Marlborough Gems 

took place at Messrs. Christie’s, Juue 28th, 1875, when all were otfered, in 
one lot at the reserved price of ;f36,ooo. Messrs. Thos. Agnew & Sons offered, 
and secured the collection for 36,000 guineas; subsequently selling all to 
Mr. David Bromilow. F. R. 
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17. The Triumph of Bacchus and Ariadne. Solid blue jasper. No. 212 in Wedgwood 

Catalogue, 1779. 7tx 19I inches. 1783. wedgwood (No. 18). 

A rare plaque, the only one of the subject known. The difficulty in firing a 
long plaque of high relief may have prevented repetition. This example has no 
less than thirty-one large and thirty-six smaller piercings in the field at the back 
to prevent expansion and damage when in the kiln. 

Illustrated in Rathbones ‘ Old WedgwoodPlate XXXII. 

18 . An Offering to Peace. A fine plaque in black jasper, white relief. Designed by 

Lady Templeton, and is No. 238 in Wedgwood’s Catalogue. inches. 

1790. WEDGWOOD (No. 17). 

Plaques in this colour are of the greatest rarity, two only being known of 
this measurement. The same subject exists in dark blue, but reduced—the 
plaque only measuring 6x 15 inches, the figures being one-fourth less than the 
one exhibited. The earlier specimens of the black and white show brown stains 
upon the edges of the white reliefs. 

19 . Priam begging the body of Hector from Achilles. Dark-blue jasper. x 15J 

inches. 1789. WEDGWOOD (No. 17). 

The original of this subject, with the Sacrifice to Iphigenia (No. 20), and two 
groups of warriors and horses, is found in the Capitol Museum sarcophagus in 
which the Portland Vase was found. It was designed by Pacetti at Rome, under 
the supervision of Flaxman, 1788. Flaxman, reporting to Wedgwood the progress 
of Pacetti’s modelling, stated that it would require his attention for a fortnight 
after Pacetti had finished. 

20 . The Sacrifice of Iphigenia. Dark-blue jasper. x 15J inches. 1789. 

WEDGWOOD (No. 17). 

Designed by Pacetti at Rome, 1788. Companion plaque to Priam begging the 
body of Hector (No. 19), coming from the Emperor Septimus Severus’ sarco¬ 
phagus in the Capitol Museum. The plaque has always been known by the 
above title, but is one of those omitted in Wedgwood’s Catalogues. The title- 
may be the correct one, but it might equally illustrate the Sacrifice of Virginia. 

21 . Five warriors and two horses. Circular, dark-blue jasper. Designed by 

Pacetti from the end of the same sarcophagus. 4j inches. 1790* 

WEDGWOOD (No. 17). 

22 . Three male, three female figures, and a horse. Circular, dark-blue jasper. 

Designed by Pacetti from the end of the same sarcophagus. 4} inches. 1790. 

WEDGWOOD (No. 17). 

These fine plaques are very scarce, so far the only pair known. They were 
exhibited at the Liverpool Loan Exhibition of Old Wedgwood, 1879, illus¬ 
trated in the catalogue. 

23 . Hercules and Cerberus. Upright oval, solid dark blue. 8 x 5^ inches. 1785. 

WEDGWOOD (No. 17). 

24 . Cupid and a Satyr, companion subject. Upright oval, solid blue jasper. 8x5^ 

inches. 1785. wedgwood (No. 17). 

Both plaques are in the original carved frames of the period (1785). 

Bolckow Collection, 


PLAQUES OR TABLETS 


25 . Venus and Cupid. Upright oval, celadon jasper. 5x3! inches. 

WEDGWOOD (No. 18). 

Made by Wedgwood for PiHnce Galitzin, Russia, 


26. A Sacrifice to Ceres. Dark-blue ground, while relief, with festoons of flowers. 

4^ X inches. 1785. WEDGWOOD (No. 18). 

27. The Apotheosis of Homer. Solid blue jasper, white relief. Designed by Flaxman. 

7jx 14! inches. 1778. wedgwood gx 

Sibson Collection. {Taken fro 7 n a mantelpiece.) & BENTLEY^ 

28. Bacchus and two Bacchantes. Oblong oval, dark blue. Designed by Flaxman. 

From the Borghese or Campana Vase. 8J x 6J inches. 1789. 

Tulk Collection. WEDGWOOD (No. 18). 

29 . Five of the Muses. Green ground. Designed by Flaxman. 3^x7! inches. 1787. 

Sibson. Collection. WEDGWOOD (No. 18). 

30 . A Sacrifice to Hymen. Oblong green ground. 3 x 8| inches. 1790. 

WEDGWOOD (No. 8 ). 

31 . Nine Bacchanalian hoys playing. Oblong oval, solid white jasper. 5J x 7! inches. 

I 770* WEDGWOOD , 


Streatfield Collectio 7 t. 


BENTLEY 


(No. II). 


32 . A Sacrifice to Hymen. Dark blue, circular. 8^ inches. 1789. 

Sibson Collection. WEDGWOOD (No. 2). 

33 . Four hoys as Satyrs and Bacchanalians. Divided by pillars and festoons of lions^ 

skins. Dark-blue ground. Designed by Lady Di Beauclerc. 5jxi2j inches. 
1790- WEDGWOOD (No. 17). 

Sibson Collection. Illustrated in MeteyarcTs ‘ Wedgwood and His Woi'kSj^ Plate VII. 

34 . Four hoys as Silenus and Companions. Upright oval, blue ground. 9x7 inches. 

WEDGWOOD ON 

(JNO. o). 

& BENTLEY ^ 

35 . Nymph with Cymbals. Subject taken from the Herculaneum fresco. A rare 

plaque, circular, black ground, white relief. 9J inches. 1793. 

Bartlett Collection. WEDGWOOD (No. 2). 

36 . Three hoys— ‘ The Arts.’ Upright oval, blue ground. 5^x4^ inches. 1792. 

WEDGWOOD (No. 17). 

37 . Eight hoys dancing—one piping. Oblong oval, blue ground. 6|x8i inches. 

1770- WEDGWOOD gv 

& BENTLEY ^ ‘ 


38 . Cyhele in a Chariot drawn by Lions. Oblong oval, dark blue. 6x8 inches. 

WEDGWOOD (No. 18). 

Bought by Mr. Tulk at Wedgwood's warehouse^ York Street^ St. fames's, 1794. Cox 
and Bartlett Collections. Illustrated in Liverpool 1879 Catalogue^ Plate V. 
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39 . The Marriage-Feast of Perseus and Andromeda. Oblong oval, blue ground. 

7x9! inches. 1785. WEDGWOOD (No. 17). 

Sibson and T. S. Walker Collectioiis. 

40 . War of Jupiter and the Titans, companion plaque. 7x9^ inches. 1765. 

WEDGWOOD (No. 17). 

Sibson and Cox Collections. 

41. Marcus Aurelius. Solid blue, high relief. Name incised on field, bfxqf inches. 

1779 - WEDGWOOD gs 

Bartlett Collection. & BENTLEY ^ * ' 

42 . Nero. Solid blue, high relief. Name incised on field. x 4J inches. 1779. 

WEDGWOOD (^^ g^ 

& BENTLEY 

43 . Alexander the Great. Solid blue. A fine head in high relief. 3J x 3^ inches. 

1775 - 

43 a. Melpomene. A fine high-relief plaque on the rare pink or lilac ground. Waxen 
jasper body. The large model by Flaxman. 5^ x 3I inches. 1789. 

From a mantelpiece, WEDGWOOD (No. 8). 



MANTELPIECE MADE FOR LONGTON HALL. 1777-1779. 




























































































































THE MARRIAGE OF CUPID AND PSYCHE. 
From the Marlborough Gem. No. 65. 


MEDALLIONS AND CAMEOS 

These miniature plaques are, in number and variety, the most important 
of all Wedgwood produced. The period of manufacture can be traced 
equally with the plaques from their gradual and certain improvements, 
gained from knowledge acquired in surmounting the recurring troubles of 
the potter with his work. These were at first made, chiefly in biscuit and 
basalte, in series such as ‘Kings and Queens of Asia Minor, Statesmen 
and Philosophers, Heads of the Popes, Kings and Queens of England,'etc. 
Intended for the trays of cabinets—the subjects taken from medals and 
similar sources—they were not to be compared with the later fine work of 
the Flaxman period. The fine jasper medallions were used by the Birming¬ 
ham and Sheffield manufacturers for mounting as jewellery in gold, silver, 
or steel; for inlaying in bon-bon or toothpick boxes, to be sold at home or 
exported abroad. When Wedgwood could write to his partner Bentley, 
‘ We are now absolute with the jasper,' meaning that he had surmounted 
all the difficulties, he did not rest without further improving his medallions. 
The most beautiful of all were yet to be created—the tri-colour examples, 
where the field is of one colour, the border of another. Another advance 
was the polishing of the edges, sometimes laminated, that is, with a 
darker line of jasper showing in the polish, giving the effect of a cameo 
of two strata. His perfect medallion, free from all staining of the reliefs, 
as an example of the potter’s handicraft, has never been equalled at any 
time in any country. We yet require some absolute rule as to size in 
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classifying medallions. A large cameo may rank as a medallion, or a 
large medallion as a plaque. Wedgwood’s opinion of his own work was : 
‘ I have endeavoured to preserve the style and spirit, or if you please 
the elegant simplicity, of antique forms, and so doing to introduce all the 
variety I was able; and this Sir William Hamilton assures me I may 
venture to do. . . . Was anything of consequence done in the cameo 
or medallion kind before you ? In real stones and in imitation of real 
stones in paste, or soft coloured glass, much has formerly been done, 
witness the Portland vase and numberless pieces of inferior note. Basso- 
relievos of various sizes have likewise been made of a warm brown earth 
of one colour; but the improved kind of two or more colours, and a true 
porcelain texture, none were made by the ancients or attempted by the 
moderns that I ever heard of, till some of them began to copy my jasper 
cameos.’ (Wedgwood to Darwin, June 28, 1789.) 

44. Friendship consoling Affliction. Tri-colour, oval, black ground, classic border 

on pink. 3 x 4J inches. Period, 1790. WEDGWOOD (No. 18). 

Illustrated in Rathboiie's ‘ Old Wedgwood,^ Plate XLVII. 

45. The Marriage of Cupid and Psyche. Black jasper, white relief. The size of the 

original gem, X if inches. 1770. WEDGWOOD ^ v 

46 . Sacrifice of .^sculapius and Hygeia. Oblong oval, black jasper, white relief. 

From Russia. i|x2f inches. 1792. WEDGWOOD (No. 20). 

47. Seven figures sacrificing. Tri-colour, square, cut corners. Relief on black 

ground, border of foliage on green, if x 4^ inches. I790- 

WEDGWOOD (No. 20). 

48. A mounted Warrior. Tri-colour, circular. Relief on pink ground, border of 

twelve signs of the Zodiac on green. Modelled by Hackwood. 1790. 2# inches. 

WEDCWOO^B(^Lo). 

H 

49. A Nymph sacrificing to Hymen. Tri-colour, circular. Relief on pink ground, 

border of twelve signs of the Zodiac on green. Modelled by Hackwood. 1790. 
2§ inches. WEDGWOOD. 

H 

50. Hygeia, Fortuna, and four Warriors. Three early medallions in blue and white 

of the Wedgwood and Bentley period. 1765. WEDGWOOD ^ . 

51. Seven medallions of Nymphs, in one frame. Jasper ; two pale blue, three dark 

blue, one green, one lilac. 1785 to 1792. 

These designs were by Flaxman and Stothard. Stothard’s original drawing of 
floating Nymphs is now in the Wedgwood Institute, Burslem. 

52. Oval frame containing twelve mounted medallions. Centre : double buckle 

for girdle, two pointed oval blue medallions, mounted in steel and gold, with red 
enamel effect (Soho). Dark-blue medallion : Nymph with a wreath, mounted in 
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gold with pearls, Hercules and the Boar, mounted in steel as a buckle. Two 
oval, white jasper, of the emperors Claudius and Maximus in Soho metal frames. 
Dark-blue round medallion : Nymph and Warrior sacrificing ; Louis xv., carved 
gilt frame ; J. J. Rousseau, pale blue ; Voltaire, dark blue ; Prince Charles Stuart, 
curved medallion for a watch,—all in Louis XV. and xvi. carved frames ; and two 
oblong camei of a Bull and Nymphs sacrificing, steel mounts. All of the 1780 90 
period. 

53 . Octagonal frame containing twenty-one medallions. Centre : Venus and Cupid ; 

Hebe; Vestal sacrificing at an altar, waxen jasper; Apollo; Medusa, with 
wreaths; Archer and Warrior; Seal of the Slave Abolition Society —Avi 1 
not a man a 7 id a brother V modelled by Hackwood, 1787 ; Diana in a chariot; 
Sappho, Minerva; Three Graces—circular; and one oval, black and white ; 
one laminated—and nine other medallions, mounted in gold, paste, ormolu, etc. 
Good examples of the fine medallions of the Wedgwood and Bentley and Wedg¬ 
wood periods. 

54. Octagonal frame containing twelve medallions in steel mounts. Centre : 

a double buckle with Ganymedes and the Eagle and a Nymph ; Cupid singing ; 
‘ Health restored’; Victory writing on the Shield ; Coriolanus, wife and mother; 
Domitian ; C. J. Fox; Apollo; medallion with five camei on one field; Diana 
with Nymphs; Nymph, designed by Stothard; and two buttons in original 
chased steel mounts. The oval medallions were used as buckles for the girdle. 
The steel work produced by Boulton and Watt and other Birmingham manufac¬ 
turers, from 1785 to 1790* 

55. Oval frame containing nine medallions. Centre : Coriolanus, wife and mother— 

circular, black and white ; a Priestess at an altar; Sacrifice to ^sculapius ; 
Jupiter and lo ; Venus, high relief; Robespierre ; Mirabeau ; Cupid dressing a 
mask; and The State Protector, in blue and white. Two of the medallions are 
in the waxen jasper body. Two are marked Wedgwood & Bentley. 


56 . Oval frame containing fifteen medallions, in chased steel mounts. Centre: A 

Sacrifice to Peace ; two oval medallions of Nymphs ; Cupid holding a Swan ; 
Cupid riding a Swan; Plato; Aristippus; four buttons; and four tri-colour 
cameos. Mounted in original steel mounts, mother-of-pearl, pastes, etc. 

57 . Oval frame containing nine medallions. Centre: Terpsichore, white jasper; 

Floating Nymph, designed by Stothard, R.A. ; two male figures ; The Three 
Graces ; Calliope as Hope ; Venus, full length ; La Fayette, with classic border ; 
Fortune, with Cap of Liberty, motto ^ En qiiam saepe optastis^ Libertas^ \ and 
Cupid and Swan. Mounted in original Soho ormolu frames, gold, paste, etc. 


58. Pomona. Upright oval, green ground. 
Dr. Erasmus Darwiu Collection. 


4x3 inches. Period, 1788. 

WEDGWOOD (No. 27). 


59. Frame containing five Nymphs. Dark blue, designed by Stothard. Four have 

gold mounts ; one, chased steel. Period, about 1789. 

Barlow and Stuart Collections. 

60. The Archers. Designed by Flaxman. Tri-colour oval oblong, green ground, 

classic border on blue. 3 >< 4 ^ inches. Period, 1790* WEDGWOOD (No. 18). 
Purchased at Wedgwoods Dtiblm Showroom, 1808. 


I 


36 MEDALLIONS AND CAMEOS 

61. Omphale, with the attributes of Hercules. Basalte, field coloured red. Soho 

metal frame. x 2J inches. 1782. wedgwood (No. 15). 

62. Venus chiding Cupid. Oblong oval, tri-colour jasper. Green ground, border on 

black. 2 |x 4 inches. 1793. WEDGWOOD (No. 19). 

63 . Oval frame containing fifteen medallions, etc. Centre: Nymph sacrificing; 

Jupiter; Nymph at a Tomb; Cupid as Sappho; Boy with a Torch; Hebe, 
inscribed '‘Sal restit^ (a medallion made on the convalescence of King 
George lii.); Poor Maria; Winged Nymph flying, blue and white; Bour- 
bonnais Shepherd, green ; two ear-drops and four buttons. All mounted in 
chased steel. 

64 . Cupid on a Lion. Circular medallion, tri-colour ground. Mounted in chased steel. 

2J inches. 1790. WEDGWOOD (No. 19). 

65. The Marriage of Cupid and Pysche. From the Marlborough gem. Oblong oval, 

solid blue jasper. 2f x 3^ inches. 1769. wedgwood ^ x 

66. A Sacrifice to Hymen. Modelled by Flaxman. Oblong oval, solid blue jasper. 

2jx3§ inches. 1769. WEDGWOOD (No. 19). 

67. Oblong oval frame of eleven medallions. Centre: Nymphs sacrificing, curved 

tri-colour, blue and pink ground ; Death of a Warrior, ^sculapius, Hygeia, 
and Neptune, blue and white; Poor Maria, green; Marriage of Cupid and 
Psyche and Sacrifice to Hymen, a pair in blue, and another pair in green ; a 
Faun and Nymph, blue; and two buttons in pearl and gold. Three medallions 
are marked Wedgwood & Bentley. 

68. Marcus Antonius. White jasper, high relief. 3I x 2f inches. 

69 . The Triumph of Achilles over Hector. A large and rare tri-colour medallion. 

Black ground, border on green. 3 x 4§ inches. 1792. 

WEDGWOOD (No. 19). 

70. Frame containing nine allegorical medallions. Centre: Victory inscribing the 

Shield at the Columna rostrata; Three Maidens with Shields; Education, 
crowning the bust; the Altar of Peace, dated 1789; Cybele with the Lions, 
and a Zodiac border—dark blue, etc. etc. The centre medallion marked Wedg¬ 
wood & Bentley. 

These medallions comme 7 norate some Eru'opea^i U‘eaty of peace or commerce. 

71. Frame of eighteen seals, etc. Various examples of Wedgwood’s jasper and 

basalte, showing the lapidaries’ polish upon the material, imitation of natural 
stones, niello work, etc. The oval cameo is a rare example of the polished field 
easily completed upon the intaglio, but a difficult operation upon a cameo. 

72. Oval frame containing seven medallions. Centre: oval, Mother and Youth; 

Cupid singing; two Cupids as Seasons ; Hope; Cupid shaping his Bow; and 
Two Philosophers—dark blue. 
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73. The Slave —‘Am I not a man and a brother ?’ A large and unique example of this 

subject, white ground, black relief. 3§ x 2J inches. This was modelled as a 
badge or seal (ijx i) by Hackwood in 1787, and given to the Slave Abolition 
Society by Wedgwood. 

74 . Head of an old Satyr. Oval, dark blue and white, waxen jasper. 3 x 2^ inches. 

1770. WEDGWOOD 

& BENTLEY 

75 . Cupid sacrificing a Butterfiy. Grey-blue, upright oval. 5x3^ inches. 1772. 

WEDGWOOD g 

& BENTLEY 

75a. Frame containing five medallions. Black ground, white relief. Vespasian ; 
the Corybantes; Petronia ; Aurora and Augustus Caesar. Three are marked 
Wedgwood & Bentley. 

75 b. Frame containing five medallions. Cupid on a Lion and Warriors sacrificing : 
circular, tri-colour, pink ground, floral border on green ; Medusa : blue ground, 
. white scroll border—all in gilt, carved, wood frames ; and two octagonal tri-colour 
cameos mounted with pastes. 

75c. Hygeia Sacrificing. Circular; tri-colour. Blue ground, border on pink. 
1 1 inches. 1790. Wedgwood (No. 19). 

75d. Hygeia and two Nymphs. Companion medallion, if inches. 1790. 

WEDGWOOD (No. 19). 

75e. The Marriage of Cupid and Psyche. Solid slate-blue ground, white relief. 
The size of the original gem—ijxif inches. A ‘triaP incised on back. 
‘ 50 of clay ^ I of colour,^ 

75 f. Oval frame of nine medallions, blue and white ; in chased steel mounts. Centre : 
oval buckle, Hebe and eagle ; six round medallions ; Cybele, Warriors, Curtius, 
Nymph at Altar, Ceres, and Neptune and Minerva; two round medallions of the 
Signs of the Zodiac, with steel centres. 



DUKE OF BRIDGEWATER (Francis Egerton). No. 83. 


PORTRAITS 

OR ‘HEADS OF ILLUSTRIOUS MODERNS’ 

The portraits are not the least interesting of Wedgwood's work. They 
include kings, queens and princes, statesmen, and other celebrities of the 
eighteenth century, and others only ' illustrious' from the fact of being 
honoured with a Wedgwood portrait. The Catalogue of 1787 enumerates 
229 separate portraits; but it is doubtful if half that number would be 
collected after long search, good examples rarely coming into the market. 
But this list includes ‘series,’ as the English poets, from Chaucer to 
Swift; French poets, from Moliere to Racine; painters, from Da Vinci 
to Maratti, reproduced from bronzes or other sources, none of the series 
equal to the subjects produced by Wedgwood’s modellers. Some of the 
finest portraits, as the Duke of Bridgewater, Pitt, and the King of the 
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Two Sicilies, are in very high relief. There are also six very large por¬ 
traits (loj X 8 inches) in blue and white, marked Wedgwood and Bentley, 
of Sir Joseph Banks, Dr. Solander, Dr. Priestley, Sir W. Hamilton, Sir 
Isaac Newton, Benjamin P'ranklin, and Boyle (here exhibited. No. 93). 
The relief of this portrait is quite inches from the field, the back of 
the relief is entirely cut away to avoid damage in firing. These large 
portraits are very scarce, some eight or nine fine examples being 
destroyed in the disastrous fire at the Alexandra Palace, some thirty 
years since. Wedgwood at first relied upon models made by Tassie, 
Cosset, and other artists, but later Flaxman was the chief modeller, whose 
hand is easily traced in the finest. Hackwood and Webber also modelled 
some good portraits for reproduction. They were made in the black 
basalte and in the jasper of all colours, with white relief. It is difficult 
to identify some of the subjects—the original moulds not existing at 
Etruria. Probably many of these unknown portraits were made to 
private order, and not intended for sale. As a faithful likeness, in a 
durable material—involving no question of retouching or doubt as to 
period—Wedgwood's portraits are certainly worth the attention of the 
National Portrait Gallery. 

76 . King George III. (1738-1820). Pink jasper, white relief. 3^ x 3^ inches. 1787. 

WEDGWOOD (No. 17). 

77 . Queen Charlotte, Queen of George III. (1744-1818). Pink jasper, white relief. 

3^ X3J inches. 1787. WEDGWOOD (No. 17). 

There are two models of the king and queen in this size. These are from 
Flaxman’s design, and rare ; probably intended for private use only. This pair 
belonged to King George III. The frames were designed by the late Prince 
Consort about 1849, and the portraits given to his equerry. The two following 
portraits, in green, are better known. 

78 . King George III. (1738-1820). Green jasper, white relief. Flaxman’s first model. 

3f X 2^ inches. 1785. wedgwood (No. 17). 

79 . Queen Charlotte (1744-1818). Green jasper, white relief. Flaxman’s first model. 

3| X 2J inches. 1785. WEDGWOOD (No. 17). 

80 . Prince of Wales, afterwards King George iv. (1762-1830). Pink jasper, high relief. 

Modelled by Flaxman. 4^x3^ inches. 1790. WEDGWOOD (No. 18). 

A rare portrait; the only one in this colour known. 

81 . General Washington, first president of the United States, 1732-1799. Black jasper, 

white relief. The only example of this colour known. 4§ x 3^ inches. 1790. 

WEDGWOOD (No. 19). 

This portrait is often thought to be Chatham. The old mould at Etruria is 
marked ‘Washington.’ Mr. Gatty, at Liverpool 1879, identified it as modelled 
from a French medal, and illustrated in Snowden’s Medallic Portraits of 
Washingtoft. Belonged to John Flaxman, R.A. 

Cox and Stuart Collections. 
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82 . Maria, Queen of Portugal (1734-1816). Oval, black jasper, white relief. Modelled 

by Flaxman, 1787* High relief, nearly full face, hair thrown back, wreath of 
laurel, ribbon, etc. 

Maria i.. Queen of Portugal, born 1734. Daughter of King Jose i. Married 
her uncle, Pedro, in 1760. Succeeded to the throne, 1777. She became insane 
in 1792, when her son, Prince John, was appointed Regent. Died 1816. 
4 X 3^ inches. WEDGWOOD (No. 18). 

83 . Duke of Bridgewater (Francis Egerton), 1729-1803. Founder of the Bridgewater 

Canal, now the Ship Canal from Liverpool to Manchester. Dark-blue jasper, 
very high relief. Modelled by Flaxman. 5^x4 inches. 1785. 

WEDGWOOD (No. 18). 

A very rare portrait. Three examples only are known, of which this is the 
only one recorded in this colour. It may have been a private portrait. The 
relief is quite one inch from the field, and the back is hollowed to a thin layer 
to save damage in the fire. One of the finest portraits made by Wedgwood. 

84 . Admiral Lord Nelson (1758-1805). Black jasper, white relief. 4 x 3J inches. 1790. 

WEDGWOOD (No. 19). 


85. William Pitt (1759-1806). Black jasper, high white relief. The celebrated 
portrait modelled by Flaxman. 4x3 inches. 1785. WEDGWOOD (No. 18). 
Hankey Collection. 


86 . David Garrick ( 1716 - 1779 ). 

Cox Collection. 


Black jasper, high white relief. 


4x3 inches. 
WEDGWOOD 
& BENTLEY 


1779 - 
(No. 8). 


87 . Josiah Wedgwood (1730-1795). In Court dress. Solid black jasper, field coloured 

blue. Modelled by Flaxman. 4|x 4 inches. 1776. 

JVinans Collection. 

88. Thomas Bentley (1730-1780). Partner with Josiah Wedgwood, 1768-1780. Solid 

black jasper, field coloured blue. Modelled by Flaxman. 4I x 4 inches. i 777 * 
Winans Collectioii. 


PRINCE CHARLES STUART. 


No. 89. 


89. Frame containing eleven miniature portraits. Centre : Marshal Saxe. Prince 
Charles Stuart, Vespasian, John Wesley, Pope Clement xiii. (Ganganelli), 
Benjamin Franklin, Sir Hans Sloane, (two) Duke of Marlborough, and Maria, 
Queen of Portugal. These small portraits were made for mounting in rings. 
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EMPRESS CATHARINE II. No. 90. 


90. Empress Catharine IL of Eussia ( 1729 - 1796 ). 

Flaxman. . Blue ground, polished laminated edge. 


Large model. Designed by 
4 X inches. 1776. 
WEDGWOOD 


& BENTLEY 


(No. 10). 


91 . Lord Auckland (1780-1814) and Lady Auckland. A pair of high relief portraits, 

dark-blue ground. Designed by Flaxman. Original carved frames. 4§ x 3§ 
inches. 1789. wedgwood (No. 17). 

92 . The Marquis of Buckingham (George Nugent Temple), 1735-1815. Blue ground. 

Modelled by Flaxman. 3 |x 2f inches. 1789. WEDGWOOD (No 18). 


93. 


Robert Boyle, philosopher (1627-1691). One of the few large, high-relief portraits. 
Solid blue jasper. The relief raised ij inches. 10^ x 7^ inches. 1775. 

WEDGWOOD , 


& BENTLEY 


(No. 8). 


From Russia and T. S. Walker Collection. Illustrated in Rathbone^s ‘ Old Wedgwood,"^ 
Plate XXXI. 




THE WINE AND WATER VASES. 
No. loo, atid the Le Brun Vase, No. 136. 


VASES 

CRYSTALLINE AGATE, ETRUSCAN, BASALTE, AND 
JASPER; PEDESTALS, ETC. 

‘ As these are my latest, I hope they will be found to be my most improved work. 
Verbal descriptions could give but an imperfect idea of the delicacy of the material, 
the execution of the artist, or the genferal effect; and I must therefore beg leave to 
refer those who wish for information in these respects to a view of the articles them¬ 
selves.’— Wedgwood : IntrodtuHon to the Jasper Vases ^ Catalogue of 


The ‘ Old English Potter ’ created many original, often quaint, objects in 
pottery : large dishes for the dresser, vessels for wine and beer, tankards 
to drink from, the costrel, or bottle, for the pilgrim or wayfarer. But he 
did not give much thought to the ornamental character of his work ; 
content to repeat the time-honoured and orthodox patterns of an earlier 
age. The Anglo-Roman potter, in addition to his useful ware, made 
vases for decorative use—his best patron the wealthy inhabitant of the 
country villas, who also imported the fine red pottery made in Gaul and 
Germany. From the end of the Roman occupation until the sixteenth 
century, we have very little evidence that pottery for ornamental use was 
made at all. The sculptor and carver completed his work in the precious 
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and other metals, marble, stone, or wood. Until Italy sent us its Urbino; 
Spain, its lustred ; Holland, its blue delft pottery and imported porcelain 
from the East, the English potter confined his enterprise to useful, house¬ 
hold ware. It may be noticed, in any collection of old pottery, that very 
few pieces can be classed as ornamental. Josiah Wedgwood appears to 
have been the first English potter, from the Roman time to the first 
quarter of the eighteenth century, to produce vases for decoration alone, 
perhaps inspired by the taste of his time: Chelsea, Worcester, and Derby 
were then only commencing the manufacture of fine porcelain. The 
young man of title or position always made the grand tour, and usually 
brought back with him pictures, bric-a-brac, Etruscan or Greek vases. 
Sir William Hamilton, Count Caylus, and other enthusiasts were publish¬ 
ing books illustrating the antique vases, and so fostering the taste for 
antique art. By this fashion of the eighteenth, we of the twentieth 
century benefit by inheriting in our museums and private collections the 
art then collected. The earliest of Wedgwood’s vases were for use, 
although more or less ornamental. The pot for growing bulbs or roots, 
the ‘ bough pot ’ to contain cut flowers for the hearth in summer, were 
often vase-shaped. Later, he produced vases in the crystalline agate, or 
imitation of natural stone, the black basalte, plain or enamelled in the 
Etruscan manner; continuing this manufacture until he invented the 
beautiful new material—^jasper. The vases now made were only possible 
in this body, allowing for every variety of colour and relief. Wedgwood’s 
jasper vases have always been admired and treasured, as work of so 
graceful a character deserves to be. Ceramic and other art-work, where- 
ever produced, is not always equal: the early, middle, and later periods, 
being well marked and distinct, telling the story of its rise, improvement, 
and decline. Wedgwood’s vases, from his earliest essays to his latest 
successes, are all good in form, the potting perfect, the design original, 
the colour always in harmony. If Josiah ever made, or sent out from 
Etruria, any vase that could fairly be called ugly, deficient in grace or 
beauty, the writer of these notes has yet to see—after thirty years* con¬ 
sideration of the subject—such an example. 

94. Vases. A pair : solid red body, horned mask handles. Reliefs in black of five ot 

the Muses, by Flaxman ; acanthus leafage, key borders, etc. 14J inches high. 
1785. WEDGWOOD (No. 17). 

Wedgwood made experiments trying to produce a material similar to the 
so-called ‘Samian,’ but he had to confess failure : ‘The nearest I can get to it is 
a brick.’ 

95. Vases and Pedestals. A pair: green ground. Vases have reliefs of seven 

Cupids playing music; honeysuckle and ribbon borders, trophies, etc. The covers 
reverse to form candelabra. Pedestals or jardinieres, with reliefs of Cupids as 
the four seasons. Vases measure 95^, pedestals 6§, inches high. 1785. 

Vases, WEDGWOOD (No. 19). 

Pedestals, „ (No. 17). 
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96. Vase. Etruscan or Greek form, black basalte. Painted in encaustic colours as a 

memorial to Henry Earle, and dated 1774. 14^ inches high. 

Vize Collection. IllusU'ated in Rathbonds ‘ Old Wedgwood^ Plate X VIII. 

The vase is painted all round with key and other borders, and on the front an 
angel pointing to the inscription : ‘ Me 7 noricB S. Henrici Earle vixit annos LXI 
Mort: Ian: Die XXXI. A.D. MDCCLXXIIII; on the reverse a nymph sacri¬ 
ficing at an altar and ^ ArniciticB /EterncE: SI At the sides, on ribbons wreathing 
cypress branches : ‘ Incorrupta ^des, nudaque veritas^ and ‘ Quando inve^iiet 
pareml The Earle family belonged to Lancashire, some members still residing 
in Liverpool and neighbourhood. 

This interesting vase is of the same material, and probably painted by the same 
artist as the historic vase thrown by Wedgwood himself, while Bentley turned the 
lathe, during the opening ceremony of the Etruria works ; which vase, now in the 
possession of Godfrey Wedgwood, Esq., is inscribed : *‘Jiine XIII. MDCCLXIX^ 
one of the first dafis productions at Etruria.^ in Stajfo 7 'dshire.^ by Wedgwood 
Bentley. Artes Etrurice renascuntnrl 

Memorial vases are not unknown in Wedgwood : Josiah’s own monument in 
Stoke-on-Trent church has two basalte vases fixed to Flaxman’s inscribed marble. 
The monument to Lord Chetwynd in Ashley Church, Shropshire, is enriched 
with a plain basalte vase, designed by Wedgwood, the designers of these vases 
taking the antique cinerary urn as their model. Now that cremation is generally 
practised, the memorial vase may still have its use. 

Other vessels for ecclesiastical use exist in Wedgwood. A basalte baptismal 
font is still in use in a Midland church. A similar example is in the collection of 
Sir Joseph Hooker, which was long used in a country church. It was pointed 
out to the rector that its legality was doubtful, the rubric stipulating that the 
font should be of stone. The rector accepted Sir Joseph’s offer of a new stone 
font in exchange for the Wedgwood one. 

97. Vase. In form of a tree trunk. Red body. Reliefs of a figure of Cupid and bold 

foliage in black. 8 J inches high. 1789. WEDGWOOD (No. 18). 

98. Vases. A pair : solid blue jasper, tripod form. Three goats’ heads and claw 

supports in white. Laurel borders, festoons of flowers, etc. Lotus flower on 
cover. 9J inches high. 1785. WEDGWOOD (No. 18). 

Count Malvasia di TortorellE Collectio 7 i^ Bolog 7 ia. ^ 


99 . Vases. A pair : the ‘ Wine and Water Vases,’ designed by Flaxman; in this 

instance altered for the relief. Black basalte body, covered with a bronze surface. 
Handles of figures of a Triton and Satyr. Reliefs of a Bacchanalian dance and 
the Birth and Education of Bacchus. Mounted in chased ormolu of French work, 
late Louis XVI. or First Empire period. Height, 16 inches each. 1785. 

WEDGWOOD (No. 17). 

Marryat atid T. S, Walker Collections. 

100. Vases. A pair : known as the ‘ Wine and Water Vases.’ Solid green jasper. 

The Wine Vase has the figure of a Satyr holding the horns of a goat; festoons 
of vines ; laurel and other borders—the Water Vase a figure of a Triton holding 
a marine monster; festoons of aquatic leafage, etc. These vases were first 
designed by Flaxman for Wedgwood in 1775, and are the only pair known in 
this colour. Wine Vase, 14^; Water, 15 inches high. 1782. 

WEDGWOOD (No. 18). 
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101 . Vase. Solid blue iasper; white relief of women and children, from Lady 

Templeton’s design. Leopards’ heads and twisted mane handles ; laurel borders, 
etc. II inches. 1789. wedgwood (No. 17). 

Bolckow Collection. 

102 . Vase in form of a ruined pillar. White jasper ; carved and modelled by hand, 

probably by Keeling. 7^ inches high. 1786. WEDGWOOD (No. 18). 

103 . Vases. A pair : cane or buff-coloured jasper, square form. Female heads at 

corners and reliefs of Nymphs, etc., in olive green ; pierced, dome-shaped 
covers. 1786. wedgwood (No. 18). 

Wrigley Collection. 

104 . Jardiniere. Oval, pale-blue jasper. Reliefs of the Nine Muses and Apollo ; 

acanthus and other borders. 95x54x4^ inches high. 1793. 

WEDGWOOD (No. 18). 

105 . Jardiniere. Solid green jasper, pierced for bulbs or flowers. Relief flgure of 

Psyche reclining. 8 inches long x high. 1780. 

WEDGWOOD (No. 18). 

Probably one of the earliest examples of the green jasper, the white relief 
discoloured in the kiln. 

106 . Jardiniere. Solid blue-and-white jasper, pierced for bulbs or flowers. Relief 

figure of Psyche reclining ; flowers and borders. 8 inches long x 5^ high. 1790. 

WEDGWOOD (No. 19). 

107 . Vases. A pair: crystalline agate, imitating porphyry. Etruscan handles; 

borders of laurels, bay leaves, etc., gilt. 12 inches high x ii diam. 1780. 

WEDGWOOD (No. 18). 

108 . Vase. Blue solid jasper, granulated ground ; reliefs of the Nine Muses and 

Apollo ; trees, borders of foliage, etc. The cover has three shaped holders for 
bulbs. 10 inches. 1790. wedgwood (No. 19). 

109 . Vase. Oviform, Etruscan shape, pale-blue ground. Reliefs of ‘ Blindman’s Buff’; 

classic border, chain and foliage ; white plinth, ii inches. 1785. 

WEDGWOOD (No. 18). 

110 . Vases. A pair : oviform. Tri-colour; lilac or pink jasper. Reliefs of Nymphs, 

etc. Seven rows of graduated quatrefoils on blue and one on stoppers. Classic 
borders in green on the white plinths ; mask handles, etc. Modelled by Hack- 
wood. 8 i inches high. 1792. WEDGWOOD (No. 19). 

H 

Rare and fine examples ot the tri-coloured jasper. 

Made for an Austrian prmcess. From T. S. Walker^ Holt^ and Hankey Collections. 

111. Vase and Pedestal. Green jasper, oviform, mask handles. Reliefs of the Danc¬ 

ing Hours, leafage, etc. Modelled by Hackwood. 8| inches high. Pedestal: round 
reliefs of floral wreaths, trophies, rams’ heads, etc. 4 inches high. 1790. 

WEDGWOOD (No. 19). 

H 
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112 . Vase and Pedestal. Large ‘ Homeric.’ Pale, solid, grey-blue jasper. Reliefs 

of Flaxman’s Apotheosis of Homer, borders and foliage. Portal and figure of 
Minerva at back ; snake handles. Figure of Pegasus on cover. Square pedestal: 
griffins at corners, bold leafage, festoons of flowers; badge of the Prince of Wales, 
and motto '' Ich dien^ back and front. Vase i8|^, Pedestal 6, inches high. 1782. 

WEDGWOOD (No. 17). 

This fine piece was made by Wedgwood and presented to George iv., as Prince 
of Wales, upon his coming of age (March 1783). 

113 . Vase. Etruscan form. Pink jasper. Reliefs of Cupids in chariots drawn by 

lions and rams, leafage, etc. A rare example in this colour. loj inches high. 
1792. WEDGWOOD (No. 20). 

Symes, Holt^ and Sttiart Collections» 

114 . Jardiniere. Oval. Pale or celadon green ; with loose cover, and shaped holders 

for four growing bulbs. Reliefs of the Nine Muses and Apollo, borders and 
ornaments. 1790. 6 inches high, 6x8^ diam. wedgwood (No. 19). 

Bought at Wedgwood's Showroom^ York Street^ St, James's^ London. T. S. Walker 
andJ. II. Maclaren Collectio 7 is. 

115 . Vase. The celebrated Barberini or Portland, one of the ‘first fifty.’ Solid 

black jasper. White relief, and polished on the wheel. The base, with a figure 
of Silence, was always made and fired separately from the vase at this period, 
and fixed on afterwards. Period, 1789. 

A fine example with a few defects, but unrestored. Some of the reliefs have, 
unfortunately, become detached from the body, probably owing to the strong 
fire given it; but it is difficult to understand why, if the vase was defective when 
fired, it was considered worthy of the after-process of polishing. The vase is of 
interest to the collector and student as showing Wedgwood’s method of treating 
the reliefs, and his difficulties in overcoming the many risks of its production. 
Every example of the vase of this period bears some defect; but in some 
instances the ‘restorer’ has done his best to conceal it. The otherwise good 
example in the Jones Collection (South Kensington Museum) evidently had 
several blisters upon its surface, which have been carefully ground down and 
coloured. The vase carries all the beauties and excellence of the ‘ first fifty ’ 
examples—sharp relief, undercutting and half-tones given by the judicious use 
of colour. 

The original of this celebrated vase was discovered in 1630 in a tumulus known as the 
Monte del Grano, on the Frascati road, a short distance from Rome. It was found in a 
fine sarcophagus, bearing reliefs of Priam begging the body of Hector, and the Sacrifice ot 
Iphigenia, etc. The sarcophagus bore an inscription dedicated to the memory of the 
Emperor Alexander Severus and his mother, Julia Mamm^ea, both falling victims during 
a revolt in Germany. The vase contained the ashes of both, and was deposited in the 
library of the Barberini Palace; the sarcophagus in the museum of the Capitol, where it 
still remains. 

About the year 1782 Sir William Hamilton, the eminent antiquary and friend of 
Wedgwood, purchased the vase from the Barberini family, brought it to London, and sold 
it to the Dowager-Duchess of Portland in 1784, where it formed the chief treasure of the 
Portland museum. The following year the Duchess died, and the contents of the museum 
were sold by auction. Wedgwood was a persistent bidder for this object at the sale; but 
the Duke of Portland induced him to withdraw upon the promise of its loan for the purpose 
of reproduction. 
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Much has been written by many experts upon the subject of the reliefs. All of them 
agree to differ, and we yet wait for some antiquarian who can decide exactly. Mr. Charles 
Greville considered they referred to the death of Adonis ; Dr. King, to the birth and acts 
of the Emperor Alexander Severus. Windus, in his elaborate book, considers they record 
‘an event, or cure, on which Galen valued himself most; the case of a noble lady who was 
said to be in a very dangerous state, whose ailment he discovered to be love, the object of 
which was an actor or rope-dancer.’ Dr. Black and Wedgwood considered they represented 
Immortality, or the entrance of a youth into Elysium—Death, the gate of life. Dr. Darwin 
inclined to the Eleusinian mysteries ; his lines in the Boiaftic Garden express a doubt— 

‘ Or bid mortality rejoice and mourn 
O’er the fine forms of Portland’s mystic urn.’ 

The material of the antique vase had long been considered to be a precious stone, but 
Wedgwood found out it was of glass-paste, in two layers, the upper cut away to form the 
relief, in the manner of the carved shell cameos. Other examples of carved glass-paste, 
Egyptian and Greek, are known. One celebrated vase, called the ‘ Sacra Catino,’ belongs 
to Genoa. This vase, supposed to have been formed from an emerald, and traditionally 
connected with the Queen of Sheba, was for centuries the pride of the city. It was so 
much valued, the Republic was able to borrow half a million ducats upon its security. 
The army of the French Revolution seized it and carried it to Paris, where it was examined, 
and pronounced to be coloured glass. It remained in Paris until the allies returned it to 
Genoa, but in a broken state. 

The original Portland vase measures in height lo inches ; its greatest diameter, 7 inches. 
It had at some remote period been broken and repaired ; the base, bearing the figure of 
Silence, was certainly part of another vase or plaque, the scale of the figure being so much 
greater than the other reliefs. This base was ground to fit, and roughly fixed to the vase 
with cement. Pichler, the gem engraver, was allowed to take a mould ; and copies were 
made in plaster by Tassie. These copies are interesting as showing the state of the vase 
when it arrived in London. The fate of the original vase was lamentable, being broken 
into fragments by an imbecile visitor to the British Museum in 1845. The fragments were 
put together without the care and skill such a relic deserved, and can still be seen in the 
Greek coin-room. 

Wedgwood commenced his reproduction in 1786. His great difficulty was to translate 
the effect of the antique, the varying shades in the hollows of the rocks, perspective and 
distance. The antique carver was helped by the transparency of his material—by reducing 
the thickness of the relief he would obtain shadows. Wedgwood could not produce this 
in his opaque jasper. He says (1786), ‘It will be found that a bas-relief, with all the 
figures of a uniform white colour upon a dark ground, will be a very faint resemblance of 
what the artist has had the address to produce, by calling in the aid of colour to assist his 
relief.’ Wedgwood surmounted this difficulty by the use of colour where required. Webber 
was the chief modeller of all the bas-reliefs; but the material of the vase and ground-colour 
gave Wedgwood much anxiety. So long did these operations extend that a complete copy 
could not be produced until 1789, three and a half years from the start. 

The issue of the ‘first fifty ’ was by subscription, at fifty guineas each. Five times the 
amount would not have repaid Wedgwood. It is not known how many were issued. Not 
more than sixteen undoubted copies are extant, and of these some are in foreign museums. 

It is but a copy of an original work, but such a copy ! If Wedgwood’s ceramic skill 
relied only upon this one example, it would be sufficient. No work of ancient or modern 
times has been so much copied in every known material: brass, iron, silver, and other 
metals, carved in wood or marble. At least two issues were made in the Old Wedgwood 
period before 1792, and others by the modern successors of Josiah Wedgwood. A very 
good reproduction in Stourbridge glass was made by Mr. Northwood. As to the quality 
of most of these copies, the less said the better ; nothing approaching the poorest of the 
Wedgwood reproductions, even of the modern period, exists. Some of the pottery and 
porcelain copies made about 1848 are a burlesque upon the original: the figures are mostly 
carefully draped ; some have even an ‘ improved ’ form, according to the taste of the 


48 


VASES 


modeller, with twisted rope handles, flat reliefs,—the ground often of the colour of a 
* grained ’ oak door. 

116. Vase and Pedestal. ‘ Homeric.’ Vase : black jasper, with relief in white of the 

Apotheosis of Virgil designed by Flaxman about 1776. The handles formed of 
snakes, holding eggs over the head of Medusa. Cover terminating with a figure 
of Pegasus in the clouds. Square plinth. Borders of honeysuckle, acanthus, 
and other foliage. The back of the vase has a classic portal. Pedestal: shaped 
square form, with four winged griffins at each corner. Borders of foliage, reliefs 
of sacrifices, etc. Vase 18, Pedestal 6, inches high. Period, 1790. 

WEDGWOOD (No. 2). 

Dr, T, S. Walker Collection. Illustrated in Rathbonds ‘ Old Wedgwood^' Plate V. 

The Homeric vases are the most important ever made by Wedgwood in the 
jasper material. Fine examples are of the greatest rarity, especially when in this 
colour, this vase being the only one known of the Virgil subject. It is curious 
that the only three known examples of the black and white are all in Scotland ; 
two, each of the companion subject, the Apotheosis of Homer, being in the 
collection of Lord Tweedmouth at Guisachan, Inverness-shire, one of the vases 
realising 700 guineas at Dr. Sibson’s sale, 1877. The blue-and-white examples 
are also rare. One of the companion subject, Homer, with its pedestal, is in 
this collection (No. 112). 

117. Vase. Black jasper, tri-colour. Reliefs of scroll, foliage, and shells in white ; 

graduated quatrefoils in green, etc. 7J inches high. 1793. 

WEDGWOOD (No. 18). 

118. Vase and Pedestal. Black jasper, white relief. The vase has Etruscan, scroll 

handles, leafage, helix and bead ornaments. Reliefs of Venus in her car drawn 
by Swans, designed by Le Brun. Pedestal or Jardiniere : of square form, with 
reliefs of four Cupids as seasons, placed in arbours of palm foliage. Modelled 
by Hackwood, 1790. Vase 12, Pedestal 9, inches high. 

WEDGWOOD (No. 18). 

Whitehead Collection. Illustrated in Rathbonds * Old Wedgwood,^ Plate XV. 

119. Vase. Oviform, mask handles. Black jasper ; white reliefs of Nymphs sacrificing, 

acanthus and other leafage. Modelled by Hackwood, 1792. 8 inches high. 

WEDGWOOD (No. 20). 

Sibso7i, T. S. Walker, Holt, and Hankey Collections. H 

120. Vases. A pair : oviform. Black jasper ; white reliefs of Nymphs : three dancing 

Graces, Venus bound, Coriolanus’ wife and mother—all from Flaxman’s design, 
inches high. 1792. WEDGWOOD (No. 20). 

Sibson, Braxton Hicks, T. S. Walker, Holt, and Hankey Collections. 

121. Vases. A pair : Etruscan or Greek form. Black jasper, double handles. Upright 

bands of graduated flower-buds and arabesque scroll, in white relief. Leafage 
on foot. 9| inches high. 1792. WEDGWOOD (No. 18). 

Braxton Hicks, Holt, and Bartlett Collections. 

122. Jardiniere and Stand. Circular; black jasper; white reliefs of twelve upright 

scrolls, divided by borders. Bold honeysuckle and ribbon borders. On the 
stand are fifteen cockle-shells. Modelled by Hackwood^ 5f inches high x 7J 
diam. 1793. WEDGWOOD (No. 18). 

Barlow Collection. H 
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123. Jardiniere or Pedestal. Square form; black jasper; white reliefs of Cupids as 

seasons and two vases, leafage, etc. Shaped holder for a bulb, etc. 3^ inches 
square x qf high. 1785. WEDGWOOD (No. 19). 

124. Pedestals. A pair : black Jasper ; white relief. Square Jardiniere form. Reliefs 

of medallions : Hope, Venus, and Cupid (two), and Cupid and Psyche. Lily 
and classic borders. 6 inches high x 4^ square. 1790. 

WEDGWOOD (No. 19). 

125. Vase. Early, unglazed, biscuit body. In three divisions, the upper part pierced 

for flowers. Fluted ; relief key border, etc., in black and white. 9I inches high. 
1760. WEDGWOOD (No. 14). 

An early example of the black and white, before the jasper body was invented. 

126. Bridal or Marriage Vase. Black jasper ; white reliefs of sixteen torches inter¬ 

laced with strap-work. Egg and tongue, acanthus and floral borders. Cover has 
two doves and classic border. 8| inches high. 1792. wedgwood (No. 18). 
Barlow Collection. Engraved in Meteyard's '‘Life of Wedgwoodvol. ii. p. 514. 

127. Bridal or Marriage Vase. Black jasper; white relief of torches, acanthus 

borders, etc., as No. 126. The cover is of later modern work. 7 inches. 1792. 

WEDGWOOD (No. 18). 

128. Vase. Oviform shape. Black jasper, white relief. Bold arabesque wreaths, 

ribbon and classic borders, etc. Cover has a figure of Cupid with a torch. 
Modelled by Hackwood. 8^ inches high. 1780. wedgwood (No. 19). 

An early example of the black-and-white body. H 

129. Spill Vase. Black jasper ; white relief of the arabesque scroll, acanthus, etc. 

2 f inches high. WEDGWOOD (No. 19). 

130. Jardiniere. Oval; black jasper; white relief of the Nine Muses and Apollo by 

Flaxman. Shell handles, festoons, trophies, etc. Cover with four shaped 
holders for growing bulbs. 6x6x8^ inches. 1789. WEDGWOOD (No. 19). 
Bafdow and Stuart Collections. 

131. Pedestals or Jardinieres. Square form, blue ground. Reliefs of Pomona, Fortuna, 

and sacrifices, flowers and leafage. 6 x 4-J inches. 1775. 

WEDGWOOD (No. 19). 

132. Vase. Antique Cantharos shape. Black basalte ; reliefs of vines in red. Pierced 

cover forof flowers. 1793. WEDGWOOD (No. 18). 

133 . Vase. Oviform; green ground, mask handles. Reliefs of Friendship consoling 

Affliction, leafage, etc. 5J inches. 1790. wedgwood (No. 19). 

134. Vase and Pedestal. Green ground, white relief. The vase has reliefs of the Nine 

Muses and Apollo, mask handles, etc. Pedestal: Cupids as seasons, palm-trees 
at corners, etc. 1787. wedgwood (No. 19). 

135. Large Vase. Etruscan or Greek form ; scroll and swan handles. Painted in red 

and white encaustic colours, with a warrior and horse, figures and foliage. 
25 inches. 1770. WEDGWOOD (No. 19). 

Canon Powell Collection. A 
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136. Vases. A pair : solid blue jasper ; Etruscan form, tall handles, each with twined 

snakes in white. Reliefs of Venus in her car drawn by Swans, and Cupids 
watering Swans, from designs by Le Brun. Borders, wreaths, etc. 15J inches. 
1786. WEDGWOOD (No. 17). 

From Russia, 

137. Pedestals. A pair : square form, dark-blue jasper. Rams’ heads and Griffins at 

corners. Reliefs of Nymphs, classic borders, etc. 9 inches high. 1785. 

Sibso7i Collection. WEDGWOOD (No. 18). 

138. Vase. Solid blue jasper, fluted at top. Reliefs of the Marriage of Cupid and 

Psyche and Sacrifice to Hymen. 6^ inches. 1775. wedgwood (No. 18). 

139. Vase. Jasper, of three colours : ground, dark blue ; border and quatrefoils in 

green. Four reliefs of Dipping Achilles, etc., in compartments. 8j inches. 1790. 

This vase is evidently one of a set of three, the centre one being illustrated in 
Meteyard’s Life of Wedgwood^ vol. ii. p. 517 (Bohn Collection). The vases had 
evidently been mounted in metal ormolu, each having holes pierced to fasten the 
mountings. The vase still bears a metal terminal, in the form of a bunch of 
grapes, upon the cover, which Miss Meteyard mistakes for gilt jasper. She says, 
‘ Gilding was rarely introduced upon the jasper vases ; but in this case the crown¬ 
ing bunch of grapes is so decorated.’ 

140. Oviform Vase. Dark-blue ground, Etruscan handles. Reliefs of boys playing 

‘Blindman’s Buff,’ leafage, etc. ii inches. 1789. wedgwood (No. 17). 

Illustrated in Meteyard^s ‘ Wedgwood a7id His Wo 7 '/^s, ’ Plate XXL 

141 . Vase. Dark-blue, slate-coloured ground; lions’ heads and scroll handles. 

Reliefs of boys playing ‘Blindman’s 
Buff.’ loj inches high. 1793. 

WEDGWOOD (No. 19). 

Illustrated m Liverpool 1879 Catalogue^ 
No. 1347, Plate XV. Bai-tlett Collec- 

tio7i. 

Ewer Vase. Snake handle, green 
ground. Reliefs of the Muses water¬ 
ing Pegasus and the Archers ; white 
plinth. 8§ inches. 1790. 

WEDGWOOD (No. 19). 
Bartlett Collectio7i. 

Vase. Blue, granulated ground. Reliefs 
of Cupids carrying Wreaths, etc. 7f 
inches. 1787. WEDGWOOD (No. 18). 
Ba7dlett Collectio7i. 


144. Vases. A pair: pillar form, blue ground fluted. Octagonal plinths with key 
border. Reliefs of boys playing ‘ Blindman’s Buff.’ 7^ inches. 1787. 

WEDGWOOD (No. 19). 



VASE.—RELIEF OF BLINDMAN’S BUFF. No. 144. 
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145 . Ewers of antique form. A pair : basalte, fluted. Reliefs of Mercury carrying the 

infant Bacchus to the Nymphs of Nysa, etc. 13 inches. 1779. 

146 . Basalte Vase. Mask handles, tall horns touching neck, festoons of vines, etc. 

I3i inches high. 1769. 

147 . Basalte Vase, fluted. Horned mask and twined snake handles ; medallions of 

Venus and Cupid. 13^ inches high. 1768. WEDGWOOD (No. 2). 

148. Basalte Vase, with an aperture for a watch. Egyptian sphinx heads, festoons 

and borders of laurel and medallion of the Three Graces ; a seated figure of a 
girl on cover. 13I inches high. i 779 - wedgwood n 

IV . i?. Callender Collection. & BENTLEY ^ 

149 . Square Pedestal, with curved corners. Basalte, painted on three sides in encaustic 

colours. Reliefs of Cupids carrying wreaths, in red. Modelled by Keeling. 
4^ inches high x 3^ square. 1767. wedgwood (No. 4). 

K 

150 . Vases. A pair : red ground, Etruscan shape. Reliefs of Coriolanus, Venus, 

and Cupid, etc., in black. 3 inches. 1790. wedgwood (No. 20). 

151 . Vase. Dark-blue ground. Reliefs of the Education of Bacchus, leafage, etc. 

loh inches. 1785. wedgwood (No. 19). 

152 . Square Pedestals, of altar form. A pair. Reliefs of Lady Templeton’s groups of 

Women and Children, rams’ heads, etc. 5^ inches high. 1786. 

WEDGWOOD (No. 19). 

153 . Oviform Vase. Black basalte ; cover reversing for candelabra. Medallion of a 

sacrifice. 8 inches. 



BLACK AND WHITE VASE. No. 128. 








PLATE OR DISH. The Infant Academy. 

Designed by Sir Joshua Reynolds, P.R.A. Fluted and polished jasper. Nos. 168,169. 


DlfijEUNER CABINET PIECES 

OR ‘TEA AND COFFEE EQUIPAGES/ LAMPS, 
CANDELABRA, INKSTANDS, ETC. 

These fine jasper pieces, ‘Class XIII./ are described in Wedgwood’s 
Catalogue under the heading ‘Tea and Coffee Equipages, etc./ and 
probably never classed as ‘Ware’ at any time. These pieces are made 
of the finest jasper body, and are in every way equal in quality to any¬ 
thing made in that material. Their form always graceful, the colour 
even, the dice or quatrefoil ornaments graduating in size to suit the form 
of the vessel and radiating from a centre. The edges of the covers 
always fit well, the inside of the cups, bowls, and other pieces were 
polished on the wheel, not glazed. It is remarkable that a defective 
piece in this class is very rarely seen, those made in the early period 
not excepted. These costly tea vessels could only have been made for 
presents, and were never destined for ordinary use. Nearly every piece 
bears the unknown workman’s mark O or 3, who appears to have given 
this work his sole attention. Wedgwood appears to have been satisfied 
with the perfected jasper specimens. He says, in his Catalogue of 1787 : 
‘ They are likewise now made in the jasper of two colours, polished 
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within (not glazed) like the natural stone, ornamented with bas-reliefs, 
and very highly finished. See the illustration, where the transparency of 
the jasper is endeavoured to be represented.' The illustration is a full- 
page piezzotint of a coffee-cup of the same pattern as that at the end of 
this chapter, well engraved and printed in blue. 

154. Octagonal Teapot. Buff or cane-coloured jasper. Medallions of Nymphs and 

Graces, trophy wreaths, etc., in green. Oak-leaves on cover. 1792. 

WEDGWOOD (No. 19). 

155. Coffee-can and Saucer. Green jasper, fluted. Reliefs of boys, etc. Can polished 

inside. 1790. wedgwood (No. 19). 


156. Octagonal Cream-ewer. Buff or cane-coloured jasper. Reliefs of the Three 

Graces, Apollo, etc., in brown. 1793. wedgwood (No. 19). 

157. Coffee-can. Black jasper. White reliefs of Gemini, one of the signs of the Zodiac, 

foliage, border, etc. Modelled by Hackwood. 1790. WEDGWOOD (No. 19). 

H 

158 . Chocolate Jug and Cover. Solid slate-coloured jasper. Reliefs of the Flaxman 

ribbon and twenty-four graduated rows of quatrefoils. 6| inches high. 1792. 

WEDGWOOD (No. 19). 

De Falbe Collection. O 3 

The same quality and period as that of the celebrated service belonging to the 
late Right Hon. W. E. Gladstone. 

159. Teapot. Round shape, chocolate-coloured jasper. Relief of Japonica, etc., in 

white. 1787- WEDGWOOD (No. 19). 

160. Teapot. Oval, parapet shape. Red body. Reliefs of Japonica, etc., in white. 

1787. WEDGWOOD (No. 18). 

161 . Teacup and Saucer. Black jasper, with festoons of ivy in white relief and a 

blue-and-white cameo—a rare combination. Modelled by Hackwood. 

Potts Collection. Illnstrated in Kathbone's WEDGWOOD (No. 19). 

‘ Old Wedgwood,^ Plate XU I. H 

162. Paint-box for water-colours. Oval, solid grey-blue jasper. Reliefs of boys hunt¬ 

ing, etc. A lotus flower on cover. A palette and cups for colours inside. 1785. 

WEDGWOOD (No. 19). 


163. Oval Teapot, Bowl, Cream-ewer, and Sucrier. Dark-blue jasper; covered 
with reliefs of the arabesque scroll, Flaxman ribbon, acanthus, etc. Oak-leaves 
and acorns on cover. Medallion in centre with J.E.M. in graceful script letters. 
This service is considered to be one of the finest extant. Period, 1790. 

Bale and Stnart Collections. WEDGWOOD (No. 18). 
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164. Teapot. Solid blue jasper, granulated ground. Reliefs of children, etc., after 

Lady Templeton’s designs, borders, reed and band ornaments, etc. Handle and 
spout, white ; figure of Cupid on cover. 1790. WEDGWOOD (No. 18). 

Sib son Collection. Illustrated in Meteyard^s ‘ Life^^ voL ii. 488, and in Rathbond s ‘ Old 
Wedgivood; Plate LXII. 

165 . Bowl. Black basalte, painted with a broad tongue pattern in silver. 1780. 

166 . Sucrier. Black basalte, painted with a broad tongue pattern in silver. 1780. 

Illustrated in Rathbone's ‘ Old Wedgwood, ’ Plate LXII. 

167. Round Plate or Dish. Pale blue, solid jasper. Reliefs of two Cupids chasing a 

butterfly, acanthus border, etc. 7 f inches. 1789. WEDGWOOD (No. 18). 

Holt Collection, 

168. Round Plate or Dish. Pink jasper, fluted, etc. Reliefs of the Infant Academy, 

designed by Sir Joshua Reynolds, P.R.A., acanthus leafage, etc. 8 inches. 
1792. WEDGWOOD (No. 19). 

o 3 

169. Round Plate or Dish. Solid blue j-isper, fluted. Reliefs of the Infant Academy, 

designed by Sir Joshua Reynolds, P.R.A., acanthus border, etc. 8 inches. 
1789. WEDGWOOD (No. 19). 

170 . Sucrier. Octagonal shape; jasper, green ground. Medallions of a Nymph and 

Urn, Fortuna, trophies and borders. Oak-leaves on cover. 1790* 

WEDGWOOD (No. 20). 

171 . Candlesticks. A pair : solid blue jasper, fluted. Borders and classic foliage in 

relief. 5J inches high. 1786. WEDGWOOD (No. 19). 

Consigned by Wedgwood to his agent at Leghorn. 

172. Inkstand and Wafer-basket, on square tray. Black basalte. Reliefs of boys, key 

border, etc., in red. 1790. WEDGWOOD (No. 18). 

Braxton Hicks Collection. 

173 . Inkstands. A pair : black basalte. Reliefs of classic flowers, and the handles in 

red. 1790. WEDGWOOD (No. 18). 

174 . Pedestal Inkstand. Red body. : Reliefs of festoons, etc., in black. 1786. 

WEDGWOOD (No. 18). 

175 . Small Candlestick. Black basalte; painted with Etruscan leafage in red. 

2j inches. 1782. WEDGWOOD (No. 19). 

176. Salt-cellars. Set of four: solid blue jasper. Two have reliefs of the Dancing 

Hours ; two with boys dancing, etc. The hollow part of the vessel is polished 
on the lathe. wedgwood (No. 18). 

177 . Salt-cellars. Set of four : solid blue jasper; fluted festoons, borders, etc., in relief. 

WEDGWOOD (No. 20). 

178. Cream-ewer. Solid lilac jasper. Reliefs of boys chasing butterflies. 

WEDGWOOD (No. 4). 
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179 . Coffee-can and Saucer. Blue ground. Reliefs of acanthus leafage and oak 

borders ; polished inside. WEDGWOOD (No. 20). 

180. Coffee-can. Dark-blue ground. Reliefs of rams’ heads, festoons, etc., and two 

cameos on lilac ground. wedgwood (No. 20). 



LAMP-BELLEROPHON WATERING PEGASUS. 


181 . Lamp. Antique form ; cane-coloured jasper. Relief of Dipping Achilles, etc., in 

olive-green. WEDGWOOD (No. 19). 

182 . Sucrier and Cover. Dark-blue jasper ; bold floral wreath and medallion of 

Taurus, from the signs of the Zodiac ; borders, oak-leaves, etc. 

SHiart Collection, WEDGWOOD (No. 19). 

183 . ^cuelle, stand and cover. Solid, pale blue; aquatic leafage, festoons of flowers, 

etc.; lotus flower on cover. The bowl is polished by the lapidary. 

WEDGWOOD (No. 20). 

3 

V 

184 . Cream-ewer of small size. Red ground ; wreath in black. 

WEDGWOOD (No. 20). 

8 . 

185 . Inkstand of Gondola form. Three vases for ink, etc., covers reversing for candles. 

Black jasper, white relief. 13J inches long. 1790. wedgwood (No. 19). 

Bartlett Collection. 


186. Oval pierced dish. Solid yellow-green body. Reliefs of festoons and leafage in 
grey. 1793. wedgwood (No. 19). 
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187. Two basalte Inkstands. One cylindrical, marked ‘ Wedgwood & Bentley ’; one 

with two cylinders and a vase for pens, marked ‘ Wedgwood.^ 

188. Sucrier. Basalte, dome-shaped cover with female figure ; decorated with borders, 

etc., in silver. WEDGWOOD (No. 20). 


188a. Teapot, Cream-ewer, Sucrier, and Can and Saucer. Tri-colour jasper; pink 
ground ; fine cameo reliefs, in divisions ; graduated borders of green quatrefoils 
on blue and white squares, etc. Modelled by Hackwood, 1790. 

WEDGWOOD (No. 20). 

188b. Dejeuner Set. Pink jasper, fluted. Oval tray, teapot, sucrier, and two cups and 
saucers. Reliefs of children, etc. 1786. WEDGWOOD (No. 20). 

3 

188c. Teapot. Circular, cane or buff-coloured jasper. Reliefs of boys, etc. Fluted ; 
painted in blue enamel, with lines and borders. Bamboo stem on cover. 
1768. WEDGWOOD (No 4). 

188d. Butter-dish, Stand and Cover. Solid blue jasper. Reliefs of Poor Maria, 
acanthus leafage, etc. 1789. WEDGWOOD (No. 19). 


















THE CHESSMEN. 
Designed by Flaxvian. No. 194. 


BUSTS AND FIGURES 

Busts, Figures, Animals, and other objects of this class are chiefly in 
the basalte body. The busts were intended for library or bookcase 
decoration. Gibbon, the author of the Decline and Fall^ ordered a set of 
fourteen for the library of his villa at Lausanne. A good bust of the 
old period usually shows the extra tooling and finish given to it before 
firing, and has all the effect of a fine bronze. A bronze surface was at 
one time attempted, but the colour being only upon the surface, wore off 
in time, and many of such pieces now show only the original black. The 
fine busts were much in demand in Wedgwood's time, and are still 
appreciated. Miss Meteyard, in her Handbook for collectors, gravely 
informs us that the bust of Voltaire ‘was much bought by the clergy of 
those times—in black —as an indication of the great philosopher's pre¬ 
sumed connection with the devil!' A bust in any colour but black is 
most rare : a few of the smaller sizes in white jasper, on a black base, and a 
figure of Rousseau, in cane or buff colour, are about all the known excep¬ 
tions. Wedgwood, in a letter to Bentley, 1779, speaks of his own work 
as a modeller, on the bust of Virgil : ‘ Having gone as far as I could by 
way of precept, I this morning resumed my old employment, took the 
modelling tools into my own hands, and made one side of the head pretty 
near like the gem, and am to take another stroke at it this afternoon. I 
have opened his mouth, and shall send him to you singing some of his 
own divine poems.' In a second letter he says, ‘ I am beginning upon 
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Rousseau.’ The figures were intended for various ornamental uses: for 
candelabra, in the form of Sphinxes, Tritons, Ceres, etc. ; others for 
mantelpiece and cabinet decoration. Figures in the jasper body are 
rare, but are more common in the black basalte. The chessmen modelled 
by Flaxman are of interest. His complete drawing, signed ■/. Flaxman 
inv^ et delink sent to Wedgwood in March 1785, is still at Etruria. 
Flaxman chose the mediaeval period for his designs, but is said to have 
modelled the queen from Mrs. Siddons, in the character of Lady 
Macbeth. 

Wedgwood, in his preface to the list of busts and figures in his 
catalogue of 1787, remarks: ‘Those who duly consider the influence of 
the fine arts on the human mind^ will not think it a small benefit to the 
world to diffuse their productions as wide, and preserve them as long, as 
possible. The multiplying of copies of fine works, in beautiful and 
durable materials, must obviously have the same effect in respect to the 
arts, as the invention of printing has upon literature and the sciences: by 
their means the principal productions will be for ever preserved, and will 
effectually prevent the return of ignorant and barbarous ages. . . . Nor have 
the artists themselves anything to fear from this multiplication of copies. 
Whatever awakens and keeps alive the attention of the public to the 
production of the arts, and nothing can be more effectual for that purpose 
than the diffusion of copies of fine works, must ultimately be advantageous 
to the artist who is capable of producing fine originals ; for this general 
attention, in whatever country it is sufficiently excited, will always pro¬ 
duce amateurs who, not contented with copies, which every one may 
procure, will be ambitious of possessing fine originals, that copies from 
them may be multiplied and diffused, to the credit of the possessor, and 
the emolument as well as credit of the original artist’ Copyright in 
works of art was not much considered in the last century, Wedgwood 
himself had to submit to the frequent piracy of his own fine creations. 

189. Antinous. Bust in white jasper. On circular blue-and-white pedestal, with 

trophy wreaths, etc. 4I inches high. 1783. WEDGWOOD (No. 19). 

190 . Tritons. A pair, holding candelabra. The figures stand upon rocks. Solid blue 

jasper and white. From the originals by Michael Angelo, modelled by Keeling. 

loi inches high. 1785. WEDGWOOD (No. 18). 

K 

191 . Endymion and Herse. A pair of small busts in white jasper, on blue term 

pedestals. The busts are named at back. The pedestals have reliefs of trophies, 

etc. 5| inches high. 1786. WEDGWOOD (No. 19). 

Sibson Collection. 

192 . Candelabra. A pair, formed of figures of Ceres on fluted pillars. Solid blue-and- 

white jasper. 10 inches. 1789* WEDGWOOD (No. 18). 
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193 . Cupid and Doves. A full-length figure in white jasper on solid green pedestal, 

with reliefs of rams’ heads, festoons, trophies, etc. 6| inches high. 

WEDGWOOD (No. 19). 

194. The Chessmen. Twenty-four figures in blue and white, seven in solid green 

jasper, including the rare extra figure of the jester. Modelled by Flaxman 
in 1785. One of the queens represents Mrs. Siddons in the character of Lady 
Macbeth. 

195. A Vestal. Bust in basalte. 15 inches. Incised ‘vestal.’ 1787 . 

196 . Marcus Brutus. Bust in basalte, life size. Incised on front label ‘m. brutus.’ 

Said to have been made for Gibbon the historian for his villa at Lausanne. 25I 
inches. 1779. 

197 . Young Germanicus. Bust in basalte. Incised ‘germanicus.’ 17 inches. 1785. 

This bust had a bronze surface—now worn off. 

Ilhistrated in Rathbone's ‘ Old Wedgi.vood^' Plate X VII. 

198 . Cybele with Cornucopia and a Lion. A fine figure in blue-and-white jasper. 

13 inches high. 1790. WEDGWOOD (No. 18). 

199 . Herodotus. Bust in white jasper. 3^ inches. » 

200 . Cupid with Doves, and Hebe feeding the Eagle. A pair of rare jasper figures on 

blue-and-white trophy pedestals. inches. 1786. wedgwood (No. 18). 
Nos. 36 and 37 hi WedgwoocHs Catalopie^ 1789* 



BUST IN BASALTE--HORACE. 





DOUBLE BUCKLE FOR GIRDLE. Similar examj>Ie in jraine. No. 52. 


WEDGWOOD; APPLIED OR MOUNTED' 

These exhibits show the application of Wedgwood's plaques, medallions, 
and cameos. The Birmingham and other manufacturers of the time used 
them extensively for mounting and decoration. The firm of Boulton and 
Watt of the Soho works were very liberal purchasers of these objects, 
until, as Wedgwood says,' Certain steam-engines have lifted our friends 
out of the steel toy and sleeve-button business.' Wedgwood was one of 
the earliest manufacturers to use steam-power himself, one of Boulton and 
Watt's engines, with the ‘sun and planet' motion, being ordered for 
Etruria. This venerable machine is still in use at the old pottery, but 
the original ‘sun and planet' system has been changed for more modern 
improvements. The cameos are found mounted in rings, chatelaines, 
chains, hairpins, bracelets, watches, buckles, brooches, watch-keys, lockets, 
buttons, opera-glasses, scent-bottles, boxes of all kinds, etuis, desks, 
swords, daggers, door-handles, bell-pulls, metal vases, coach panels, 
musical instruments, chests of drawers, cabinets, chairs, tables, etc. The 
easel of Sir Joshua Reynolds in the National Gallery contains a Wedg¬ 
wood portrait of Sir Joshua, which may have been inserted in his lifetime. 
Architects and others used the jasper in every variety, both for internal 
and external purposes. One of the salons in the Palace of Compiegne 
contains many blue-and-white plaques, arranged with much taste : these 


^ See also under the headings Plaques, Medallions, and Vases. 
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are attributed to Wedgwood, but they are porcelain, made at Sevres 
about the end of Louis XVI. period—an imitation of Wedgwood in colour 
and relief, but not copied from the designs he used. On the other hand, 
the blue-and-white plaques of children, mounted in the Louis XVI. ormolu 
clock and barometer in the Louvre, are described as Sevres—even by an 
authority like the keeper of the Garde Meuble—but are really Wedgwood, 
from Lady Templeton's design. It would appear that more important 
work was ventured upon at Etruria, for in the Bristol Mercury of March 
I, 1790, it is announced; 'We learn from Shrewsbury that by the late 
inundations in Staffordshire, the beautiful jasper bridge over the Trent 
is swept away. It was made a present by Mr. Wedgwood to the Marquis 
of Stafford as a token of friendship, which rendered it as valuable as its 
loss is irreparable.’ A jasper bridge would be startling and interesting in 
a collection of Wedgwood. The work must have existed, but at the 
present day nothing whatever is known of it—no record or memoranda 
can be traced, either at Etruria or Trentham. Professor Church, in The 
Portfolio^ March 1894, page 97, says: 'So, also, one would like to see in 
a public gallery illustrations of the way in which Wedgwood adapted his 
productions to the arts of the jeweller and the architect. His bas-reliefs, 
in various bodies, let into panelled walls, his suites of tablets for the 
friezes and jambs of mantelpieces, his large vases and busts for the tops 
of bookcases, and his wine-coolers for the sideboard, cannot be duly 
appreciated when dissociated from their intended surroundings and 
ranged in crowded ranks on the shelves of a cabinet. Nor can the 
artistic effect of Wedgwood’s small and delicate jasper cameos be properly 
seen when these choice gems are fixed in formal rows upon a museum 
tablet, instead of being framed in cut steel, in gold, in silver, or in ivory, 
or set in bonbonniers, tea-caddies, and patch-boxes. Our national collec¬ 
tions are therefore not inadequate merely on the score of incompleteness, 
but also by reason of their defective arrangement.’ 

201 . Lustres. A pair, formed of black jasper cylinders. White reliefs of Cupid dress¬ 

ing a Mask, Hebe, etc., mounted in ormolu, with cut-glass dishes and drops. 
Birmingham (Soho) work, about 1790. loj inches high. 

202 . Scent-fla 9 on. Spear-shaped. Blue-and-white jasper, polished edges. Reliefs of 

Cupid with a Torch and Cupid shaping the Bow, after the picture by Correggio. 

203 . Scent-flagon. Square, cut corners. Blue-and-white jasper. Reliefs of girls read¬ 

ing and spinning, designed by Lady Templeton, etc. 

204 . Court Sword, of hand-wrought and chased steel. Mounted with eighteen blue- 

and-white beads. Boulton and Watt, Soho. 1785* 

205. Pair of Candelabra, formed of bronze Cupids holding ormolu lights. Mounted 

on grey marble plinths, with blue-and-white pedestals. Reliefs of rams’ heads, 
trophies, etc. etc. English work, i 3 th century. 
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206 . Gold Watch. Made by ‘Fr^res Pescliel k Dresde.’ The back mounted with a 

convex blue-and-white medallion of Cupid dressing a Mask. A blue-and-v hite 
classic border on face. 

207. Presentation Gold Box. Square form. Gold of three colours, with flowers in 

relief; borders of pale-blue enamel, and bands of enamelled flowers in colour. 
The base of the box is of moss agate. Mounted with a jasper portrait of the 
Empress Catharine ii. of Russia. French work of the Louis xvi. period. Given 
by the Empress to Lord Cathcart, British Ambassador to Russia. 

Illustrated in Rathbone's ‘ Old Wedgwood,' Plate LVIII. WEDGWOOD (No. 18). 

207a. Grecian Sphinx. A pair : in bronze and ormolu, mounted in marble plinths. 
Each has a blue-and-white Wedgwood medallion. French work, Louis xvi. 
period. 

208 . Oval Box in Rosewood. Mounted in hand-wrought and chased steel, with a 

centre medallion of signs of the Zodiac, four square and four pointed oval 
medallions. The steel work is of remarkably fine quality, probably made by 
Boulton and Watt of Soho. The box contains implements for lace-making and 
embroidery, all in ivory, every piece mounted with polished steel work. The 
centre medallion is inscribed ^An 7 ta TiirietJ the outer morocco case ‘A.D.’ Date 
about 1790., I3f X io§ X inches deep. 

Whitehead Collection. Illustrated in Rathbone's ‘ Old Wedgtvood,' Plate L V. 

209 . Mantel Clock. In marble and ormolu by Vulliamy, London. Two white biscuit 

figures of boy geographers; cones, books, etc., in ormolu. A pink Wedgwood 
oval medallion of Cupid as Summer mounted on base. The clock is signed 
‘ Vulliamy, London, 294.’ 13I high x iij long x 5 inches wide. 1792. 

The Vulliamy family of celebrated clockmakers were of Swiss origin. Justin 
Vulliamy emigrated from Switzerland to London in 1730, and became partner 
with Benjamin Gray of Pall Mall, whose daughter he married. Watches of fine 
quality are known, inscribed ‘ Benj. Gray, Just. Vulliamy,’ one so inscribed bring¬ 
ing 120, 15s. at the Hawkins sale, 1895. Justin Vulliamy, after the death of 
Gray, was appointed clockmaker to George ill., and his successors continued to 
hold the same office until the death of Benjamin Lewis Vulliamy (born 1760) in 
1854. Benjamin Vulliamy, son of Justin, was much favoured by George ill., who 
consulted him upon mechanical subjects, especially in connection with Kew 
Observatory, a favourite hobby of the king’s. Benjamin Vulliamy made the 
large clock at the General Post Office, and the one at Christ Church College, 
Oxford. He was five times Master of the Clockmaker’s Company between 1821 
and 1848. Some fine clocks by Justin Vulliamy are in Windsor Castle. One in 
the King’s dining-room was^chosen by Queen Victoria by reason of its particular 
legibility. The presence chamber contains another fine clock by him, fitted into 
the fine mantelpiece by J. Bacon, R.A. Under the clock is the inscription by 
Cowper— 

‘ Quae lenta accedit quam velox praeterit hora, ut 
Capias patiens esto sed esto vigil.’ 

which Hayley has rendered— 

‘ Slow comes the hour, its passing speed how great; 

Waiting to seize it,—vigilantly wait ! ’ 
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Another clock, ‘in the Chinese taste,’ made by Vulliamy for the Pavilion at 
Brighton by order of George iv., is also at Windsor; and one of excellent 
vi^orkmanship, in a long case, stands in the Administration Offices at Windsor, 
and is still regarded as the standard timekeeper .—Extracted from F. J. Britten^s 
‘ Old Clocks and Watches a 7 id their Makers^ Lo 7 tdon^ 1899. 

209a. Mantel Clock. In marble, agate, and ormolu, by Roque, Paris. Two bronze 
griffins supporting two oval blue-and-white medallions, each with five camei. 
The plinth has a blue-and-white frieze of the Vitruvian scroll. The pendulum, 
with rays to represent the sun (the emblem of the Dauphin), has a blue-and- 
white medallion of the Medusa. The clock is a good example of the excellent 
use made of Wedgwood’s medallions by the French manufacturers of the 
Louis XVI. period. 

{Not exhibited.) 

210. Needle or Knitting-box. Amboyna wood. Mounted with thirteen medallions 

and cameos in chased steel. The centre. Sacrifice to Peace, tri-colour, with a 
border of the signs of the Zodiac. Ground, black ; border on blue. The interior 
of the box and accessories are also mounted with steel. Boulton and Watt, 
Soho. 1786. j 

Barlow^ Cox, and Stuart Collections. 

211 . Bronze Figures. A pair : Vestal and Boy, and Venus and Cupid. Modelled 

by Clodion. On white marble pedestals, with bronze and ormolu mounts. Each 
pedestal has a fine circular Wedgwood medallion in black jasper, white relief, of 
Venus and Cupid, and a Nymph and Boy, each in harmony with the bronze 
figure above it. 16 inches high. French work of the Louis xvi. period. 

212. fitui. Ivory, steel, and gold. Mounted with two octagonal blue-and-white 

medallions of Nymphs sacrificing, etc., and Souvenir d^AmitUI 

213. Toothpick-box, containing a gold toothpick. Ivory, with gold cameo of Cupid 

on a Lion. This box belonged to Mrs. Siddons, and is exhibited to show the use 
of the oblong ivory boxes, often mounted with Wedgwood, as Nos. 214, 215 in 
this collection. 

Fro?n the Collection of the late Mrs. Young, grand-daughter of M7's. Siddo7is. 

214. Toothpick-box. Ivory, gold mounts. Blue-and-white medallion of a Warrior on 

horseback. 

215. Toothpick-box. Ivory, gold mounts. Three pink medallions of a Sacrifice to 

Peace, Hygeia, and Minerva. 

216 . Writing-desk. Pollard oak, mounted with three oval medallions : Cupid as 

Summer, Marriage of Cupid and Psyche, and companion ; and sixty-five 
smaller cameos ; chased steel mounts, etc. The drawer is fitted with ivory and 
steel implements for embroidery or lace-making. Birmingham (Soho) work, 
about 1780. 

217. Chatelaine. Mounted with seven graduated blue-and-white cameos, in chased 

steel. Soho work. 1792. 

218 . Round Box. Green marble. Hexagonal medallion of Apollo, blue and white, 

mounted in gold. French work, Louis xvi. period. 
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219. Small Round Box. Ivory, mounted with a blue-and-white medallion of three 

figures, steel mounts. 1785. 

220 . Chatelaine. Pierced and chased steel. Mounted with a round cameo. The 

watch-key, a jasper bead. 1790. 

221 . Round Box. Ivory, mounted in gold, with a medallion of two boys dancing. 1790. 

222 . Chatelaine. Chased steel, and polished jasper beads. Mounted with an oblong, 

double medallion. The watch-key and seal, each formed of double medallions. 
Soho work. 1787. 

Bought in Spain. 



OPERA-GLASS. No. 223. 


223 . Opera-glass. A jasper, blue-and-white cylinder, with reliefs of Nymphs sacrificing, 

borders of festoons and foliage. Mounted in gold, ivory, and steel. Probably 
by Boulton and Watt of Soho. The first opera or spy-glass had but a single 
barrel, the later double form being a French improvement. Period, about 1789. 

224 . Toothpick-box. Ivory, round ends. Mounted with blue and white ; pointed, oval 

medallion of Neptune. 

225. Necklet. Mounted with twenty-two oval and round blue-and-white studs in gold. 
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ORIGINAL MODELS BY JOHN FLAXMAN, R.A. 
JAMES TASS IE, ETC. 


226. Psyche. An original figure in clay, modelled by Flaxman. i6J inches. 

( 7 . I^, Denma?i {Flaxman*s nephew) Collectton, 

227 . Original wax design for a Vase. By John Flaxman, R.A. The stand is inscribed, 

‘ Design for the Duke of Buccleugh’s Vase, by Mr. Flaxman.’ 3 j inches high. 

228 . John, first Duke of Marlborough. Modelled by James Tassie. High relief, 

the surface imitating an ivory carving. 

229 . Jean Adam, 1791 , wife of the celebrated architect. The original wax designed 

from life by James Tassie. Signed and dated. 

230 . Jean Adam, 1791 . An enamel paste, from the same model, by James Tassie. 

Signed and dated. 

231 . John Adam, 1791 , the celebrated architect. An enamel paste, by James Tassie. 

Signed and dated. 

232 . Frame of nine miniature portraits. By James Tassie. Centre: the Pitt Club 

Badge, Duchess of Argyll, George, Prince of Wales, George iv.. Duchess of 
Atholl, Admiral Lord Duncan, one female and two male portraits unknown. 

233 . James Tassie. The celebrated modeller, often called the ‘ Scotch Wedgwood.’ 

The portrait was modelled by William Tassie, and is inscribed, '‘James Tassie 
died^ I June 1799, in his 6 ^ih year, W. Tassie,, F, 1799 -’ 

234. Charlotte Augusta, Princess Royal of England. Daughter of George iii., 

1766-1828. Original model in wax, high relief; probably by Flaxman. 4^ x 3 J 
inches. 

235 . The Age of Innocence. Original clay model by Flaxman. 6^ x 7I inches. 

Belonged to his nephew^ Mr. G. F. Denman. 

236. Alexander Severus and his mother, Julia Mammaea. Two Roman coins in silver. 


AUTOGRAPHS OF JOSIAH WEDGWOOD 
AND JOHN FLAXMAN 

ORIGINAL CIRCULARS, INVOICES, CATALOGUES, ETC. 


237. Russian Commission, on vellum ; engraved borders, printed text, and great seal. 
Signed by the Empress Catharine ii. of Russia, countersigned by Prince Galitzin, 
Admiral-General. Dated i6th of December 1762. Translation :— 


By the grace of God, we Catharine the Second^ Empress and Autoc7'at of all 
the Bussias, etc. etc. etc. 

f.et it be known to all that Da^iila 07 tflow has served our Admiralty m the 
capacity of Assistant-Ship/naster, with the ra 7 ik of Captam. O71 the i^th day of 
March 1761, in consideration of the zeal and industry displayed by hi 77 i in our 
service, we pro77ioted hhn to be Ship77iaster, which grade, accordmg to the table of 
1722, ranks equal with Major in our la 7 id forces. As no letters patent were 
delivered to hi 77 i for this grade, we therefore 7710 st graciously gra 7 it to hi 77 i these 
presents, orde 7 ‘ing hereby all our subjects to duly recognise the said Danila Onflow 
as our Shipmaster, with the rank of Major. 

I 7 i return for which, we trust that he in this grade, now 77 iost graciously granted 
to hi 77 i, will act as loyally a7id faithfully as it behoves a good and faithful officer 
to act. 

I 7 t witness whereof, we have signed these prese 7 its with our own ha 7 id and 
ordered our State Seal to be ajffixed the7'eto. Given 07 i the 16th day of Dece77iber 
1762. 

{Signed) Catharine. 




Adpniral General Prince 
Galitzin. 

Cou7itersig7ied: ^ Seal affixed by the gover7iing Senate 
Register, No. 89.’ 


238. Autograph letter of Josiah Wedgwood. ‘Etruria, 28th June 1787 .’ A letter of 
introduction for his son, John Wedgwood, probably to Sir William Hamilton. 
This letter contradicts the statement made by some biographers that Wedgwood 
travelled on the Continent:— 

Dear Sir, 

My S 071 fohn having finally deter 77 ii 7 ied to pursue the busmess in which his 
father has bee 7 i laboring for 7 nany years, I have confiri 7 i^d to hi 77 i 77 iy pro 77 iise 
that he should visit and see with his ow 7 i eyes those invaluable re 77 iains of 
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antiquity upo 7 i the Continent^ particularly m Italy^ which I have often wisJid 
to do^ but m vain^ a 7 id of which the copies we have are acknowledged to be very 
miperfect. He leaves ho 7 ne in a fort 7 iight^ and his route will be by way of Paris 
to Basle^ Ber 7 te^ Ge 7 ieva^ Turm^ Ge 7 ioa^ Leghor 7 i^ Florence^ Ro 77 ie^ Naples. He 
will return through Bologna.^ Ferrara.^ Padua^ a7id Venice. 

I shall be extre 77 tely tha 7 ikfull to you for the honor of a Ime to a 7 iy of your 
frie 7 ids 07 i the Co 7 itine 7 it hi this route to beg their protection and good offices. I 
hope he will 710 1 give the 77 t Tnuch trouble.^ and I depend upo 7 i your goodness a 7 id 
well-known liberality to excuse that which 1 a77i now givhig to you. 

1 have the ho7ior to be., with the highest regard., 

Dear Sir, 

Your 77iuch obliged a7id 

faithfull hu 7 nble servaiit, 

Jos. Wedgwood. 


Etruria, 

2?>th June 1787. 


239 . Eauestrian portrait of Josiah Wedgwood. From the original picture by George 
Stubbs, R.A. In the collection of the Right Hon. Lord Tweedmouth, Guisachan, 
Inverness-shire. 


240 . John Flaxman, R.A. From the original terra-cotta portrait, by himself, in the 

Victoria and Albert Museum, South Kensington. 

241 . Autograph letter of John Flaxman, R.A., to William Hayley, the poet 

2Zth of Jany. 

Bucki7igha77i Street, Fitzroy Square. 

Dear a7id Khid Frieiid, 

1 a 77 i very 7 nuch concer 7 ied for the abrupt ter 7 ni 7 iatio 7 i of your treaty with 
Captain Qua 7 itock, a 7 id 7 nuch inore so that circu 7 nsta 7 tces obliged you to e7iter into 
any treaty of that kindfor purposes which ca 7 i 7 iot C 07 n 77 iunicate satisfaction to any 
of the parties e 7 igaged, however as such is the case it is better to look to the remedy 
than the 77 iisfortu 7 ie, towards which I shall be happy to le7idyou 2.00 f m the course 
of three weeks towards the su 77 i you wish to 7 'aise which perhaps you 77 iay f 07 nplete 
by the assista 7 ice of other friends—or at least I hope that sum may diiiiinish the 
7 iu 77 iber of fields you inte 7 id to sell. A 7 id I am sure you cannot esteem 77 iy offer as 
any favor whe 7 i,you consider the 7 na 7 iy Hundred pounds worth of employ 7 nent 
your frie 7 idship a 7 id reco 77 i 77 ie 7 idatio 7 i has given 77 ie, the 77 i 07 iey shall be paid withm 
the appomted tmie to a 7 iy house in Lo 7 idon or se 7 it to the Chichester Bank accord¬ 
ing to your i 7 ist 7 nictio 7 is. 

My dear wife contmues m this severe weather tender and mcapable of exertio 7 i — 
but tha 7 ik God she is as well as she is, and for all other 77iercies I 

My wife a7id sisters unite m love a7id best wishes with. Dear and Khid Friend, 

Your ever obliged and affectionate 
John Flaxman. 

Willia7n Hayley, Esqre., 

Felfha77i, 

Chichester, Sussex. 

242 . Original Bill. ‘Philip Egerton, Esq., to Josiah Wedgwood, £% 17s. 8d. To 

Wedgwood & Bentley, 10, ios. 1772-1775.’ Receipted by Josiah Wedgwood. 
(Bentley’s interest in the firm was confined to the ornamental pieces only.) 
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243. Original Bill. ‘ Josiah Wedgwood, Potter to Her Majesty.’ Invoice to Edward 

Parsons, Esq., for Queen’s ware. ‘Etruria in Staffordshire, July 30, I 773 *’ 

244. Four Original Catalogues issued by Wedgwood & Bentley:—Great Newport 

Street, London. Second edition, 1774. Bound morocco.—Greek Street, Soho. 
Fourth edition, 1777. Bound calf.—Fifth edition, 1779. original paper 

cover.—Showing the illustration of the snake-handled Le Brun Vase. Sixth 
edition, 1787. 

245. Sale Catalogue of Wedgwood pieces. ‘ The joint property of Mr. Wedgwood 

and Mrs. Bentley (widow of the late Mr. Bentley): which will be sold by auction 
by Messieurs Christie and Ansell, at their Great Room (late the Royal Academy), 
Numb. 125, Pall Mall, on Monday, December 3, 1781, and the Eleven following 
Days (Sunday excepted).’ 

245a. Address Card of James Tassie : ‘The Scotch Wedgwood.’ 

246. Sarcophagus of Alexander Severus and his mother, in which the Portland Vase 

was found. Photograph of the original now in the museum of the Capitol in 
Rome. The bas-reliefs upon this Sarcophagus are the Sacrifice of Iphigenia, 
Priam begging the body of Hector, and two of warriors and horses, all repro¬ 
duced by Flaxman for Wedgwood, and exhibited in this collection. 

247. Portrait, said to be Madame Vigee le Brun, by herself. Photograph of the 

portrait sold at the Lyne-Stephens sale for £2000, Exhibited to show the 
fashion of wearing the Wedgwood buckle and ear-drops during the Louis xvi. 
period in France. 
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AND ZODIAC BORDER. 


MEDALLION.-IN MEMORY OF 
PRINCESS ELIZABETH. 


Printed by T. and A. Constable, (late) Printers to Her Majesty 
at the Edinburgh University Press 







etRiA cooTE 



THE BUKE of lV0?^THUM5£i?LftND 




■Ftre s\e(KCHmiS^ cf ]3u<ik/a[OW\M W fV^ARcjuis o|V pucf<(fyc/HAM 







OF cop® /VN» TSYC H g 


fOOT? Ct)T>lDS QO/\T 





ISAAC MewroA/ 


D^J.S.LAV/NT^-R 










w 


?* 




I 



A 


\ 









V 




: - -.•»:■■'>;■ 














